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INTRODUCTION

HIS book has been put together from my

I own experience of 25 years of making

costumes for theatre, film and television —

from opera choruses and television extras to the

grand, and not so grand, actresses and singers of the
entertainment industry.

It is not a history of costume as that subject is
covered by other people who are far more learned
than 1. The dating is not precise but is accurate
enough for general use in the theatre. Anyone
making re-creations should consult other forms of
reference, original sources or museum textile
departments.

Many people fall into wardrobe work because
they can sew and then find themselves faced with a
production of A Man for all Seasons requiring the
reproduction of Holbein’s paintings and drawings.
The art of the costume maker now comes into its
own, and can either make or mar the production.

Whatever medium you are working in — theatre,
film or television, the problems you face will be the
same. You need pictorial reference to widen your
understanding of the period; ideas of colour,
quality and types of fabric that would be ideal; a
good set of measurements; some idea of the shape of
the pattern pieces you are going to cut out, and a
knowledge of how to make a well constructed
garment.

There are two ways to cut patterns. One is to use
flat pattern drafting and the other is to drape on the
stand to produce a toile. It is the second method
that I use, and once the art has been mastereditisa
very quick and reliable way to work. The patterns
in this book have all been achieved in this way.

They are cut to be worn over the appropriate
corsets and skirt supports of the period, based on

original garments in museums or worked out from
books, paintings and contemporary sources —
most of them have been made and worn
successfully, for productions in theatre, film or
television.

I hope that this book will help all those
endeavouring to make costume — be it for
professional or amateur use — to achieve higher
standards of cut, construction and the period-feel of
the finished garment. Your success, however, will
depend on the amount of time you are willing to
devote to your chosen hobby or profession, and the
skill that you achieve with scissors and needie.
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Period Costume for Stage & Screen

1. INTERPRETING THE DESIGN

youmust first learn to look at and analyse the

design. When designers start work on a
production they do research, gathering
information on the period and the development of
style within their brief. Designs of period costumes
are nearly always based on paintings, costumes,
fashion plates or any other source which is
applicable for the chosen period. Most designers
are only too pleased to reveal the source of their
inspiration which will help you to do a better job
when turning their drawings into a moving, three
dimensional garment.

If you do not have a design, find a selection of
fashion plates, photographs or paintings of the
period being considered. It is a good idea to collect
postcards and pictures from any source, and put
them into chronological order to use as reference.
There are many books on costume, paintings and
old photograph collections, which are invaluable as
reference (see bibliography).

In the 18th century and Victorian periods,
especially, there are many trimmings which are
easy to copy and which add authenticity. If your
local museum has a costume collection of the
period you are working on, it may be worth a
visit. s
As you become familiar with sources and
research material, you will find that the shape of
each period will begin to fall into place, and the
transition between one style and the next will
become more understandable.

Dress for any sort of entertainment falls into two
categories — clothes and costume. If you are
dealing with real people going about their everyday
lives their clothes must reflect this. For example, if

8

BEFORE embarking on making a costume,

you are making clothes for The Barretts of Wimpole
Streer the cut should be as near as possible to the
original cut. The closer the resemblance, the better
the clothes will look.

Another play demanding accurate represent-
ations is Crown Matrimonial. When Dame Wendy
Hiller appeared as Queen Mary in the Codron
production at the Haymarket Theatre in London
she wore the clothes everyone associates with
Queen Mary. Such dress has to be accurate because
the action of the play takes place within living
memory. If you get it wrong, someone in the
audience will be sure to tell you.

On the other hand, should you be making for
Mozart’s The Magic Flute or for plays where the
characters are larger than life, you are making
costumes. Your designer may be tempted, as was
John Blooinfield in his production of Gogol’s The
Government Inspector for the opening of the
Sherman Theatre in Cardiff, to make the costumes
a marvellous pastiche of the early 1830s. The
‘daffodil’ dress of Mother, worn by Mary Wimbush
in Act II, is a larger than life design - the skirt is
wider, the sleeve bigger, the belt deeper, and the
decoration is over done. But put together with care
and attention to period detail, and with reference to
the designer’s wishes, it was a very successful
costume for this particular production. It would
not work for a Jane Austen character of the same
date.

Finally, do not be too eager to put the scissors
into the fabric until you understand what you are
trying to achieve, and have studied the design
carefully. This may seem indulgent advice, but
from bitter experience I can assure you that time
taken at this stage pays dividends later.



Interpreting the Design

Costumes for Crown Matrimonial and The
Government Inspector.



Period Costume for Stage & Screen

2. TAKING MEASUREMENTS

EASURING the actress for whom you

are about to make is the first, and one of

the most important, jobs in the process of
making a costume, whatever the period or
design.

Whether you work in metric or imperial is
immaterial, above all you must be accurate. Always
try to take the measurements yourself, over bra and
pants, with your actress wearing no shoes. Don’t
use an old worn tape as they are apt to stretch.

It is important to realize that when you take
measurements you are looking at two things:

a. the structure,

b. the shape of the body.

The most foolproof method of taking correct
measurements is to use certain obvious bones in the
skeleton.

When taking measurements you must look for
problems, such as protruding shoulder blades;
round, dropped or uneven shoulders; or the way the
neck sits on the shoulders. If the muscle from the
neck to the shoulder is very prominent creating a
sloping neck, you will have problems fitting a high
collar. If your actress has low or very flat hips, you
will have difficulty making paddings, and skirt
supports create the correct silhouette, and may
need small pads to bolster it up. Look out for the
long body and short legs, or a short body on a very
tall person. Take note of these problems during the
measurement stage and when you come to use
them you will have confidence that the shape you
are creating on your stand is the correct one.

I have used the following list of measurements
successfully for many years, but with experience
you will add to them or formulate your own
system.

Bust

Take this over the fullest part of the bust, keeping
the tape well up at the back. Make a mental note if
the back muscles are developed — this is now quite
common with actresses who keep in trim by using
weights.

Under Bust

This should be taken over the diaphragm or, if the
garment is to be high-waisted, wherever the design
or period of the costume dictates the waist should
be. For singers and dancers you must also take a
second measurement with the chest expanded.

M ' ™M

A typical measurements chart:

Name: A.N. Other Date
Production
mm in
A Bust 89 35
B Under bust 76 30
C Waist 66 26
E Hip 91.5 36
D High hip 87.5 341
F-C Nape — waist-back 40.5 16
F-A — bust-point 34 13%5
A-B — under bust 40 16
B-C — waist 545 21%
F-] — shoulder 19 7Y4
-K — elbow 50.5 20
K-L — wrist 76 30
C-M Waist — ground
(no shoes) 104 41
F-M Nape — ground 144.5 57
N Neck 34 13
o Arm — upper 26.5 10%
P — fore 24 914
L — wrist 16.5 6%

10



Taking Measurements

Waist

Make sure this is right by asking your artiste if the
measurement feels as they wish — some people like
tight waists and others loose.

Hips

Take this over the fattest part of the hip, keeping
two fingers inside the tape measure to provide the
right amount of ease. Note how far down from the
waist you take the measurement.

High Hip

Take this at the top of the hip bone. This
measurement is not necessary if you are making a
full skirt of any period.

Nape to Waist Back (N-W-B)

From the bone at the nape of the neck to the waist.
If you have difficulty in finding the waist, put a tape
round the waist and measure to that.

Nape to Waist Front (N-W-F)

From the bone at the nape of the neck to bust point
to waist. If the period of dress falls between
approximately 1500-1800 the bust point will be
pushied up. The amount will depend on the size of
the breasts and the period shape of the corset. If the
waist is raised, take a measurement to that spot. If
not, measure to under the bust and then down to
the natural waist.

This measurement will give you the bulk shape
of the breast and the nape to bust point will tell you
if the person you are making for is high or low
slung.

Always ensure that you take the measurements
from the nape and not from the shoulder, as so often
happens. If the measurements are then passed onto
another maker or left on a file it is very difficult to
determine from which part of the shoulder the
measurement was taken.

Nape to Shoulder to Elbow to Wrist
(N-SH-E-WRT)

This is taken with the arm bent and raised to just
below shoulder level. Start at the bone in the nape
of the neck, measure to the bone at the outer edge of
the shoulder, then to the elbow bone and finally to
the wrist bone. At this point find out where your
artiste likes her sleeve to end.

Waist to Ground (W-G)
Taken at side front, from waist to ground with no

11

shoes. If the costume has a skirt support, measure
over this at the widest point.

If you have difficulty finding the waist, use the
tape trick again, and if the costume is to be off the
ground try to determine the height from the
ground.

Nape to Ground (N-G)

Using the same bone at the back of the neck,
measure to the ground — the end of the tape should
just brush the floor.

Compare the N-G with the N-W-B added to the
W-G to make sure there is not too much
discrepancy — 2.5cm (1in) shorter is about right. If
N-G measures more or less than this difference you
are dealing with either round shoulders or a hollow
back, or you have made a mistake.

Neck

Measure round the base of the neck. If your design
has a high collar measure again where you expect
the top of the collar to be.

Upper Arm/Fore Arm
Measure round the thickest part.

Wrist
Measure just below the wrist bone or wherever
your artiste or designer wishes the sleeve end to
reach.

These measurements are for use when making a
pattern by means of a toile, and are quite sufficient
for most period costumes. The skeletal
measurements will give you the structure, and the
round measurements the shape. With experience
you will be able to visualize the shape and size of a
person from a set of measurements.

I try to measure over a corset and skirt support of
the period I am about to make. It does not matter if
they fit badly but it gives a good idea of any
problems, such as not enough hip to support the
skirt support, and where the top of the corset will
be. You will also be able to see whether your artiste
corsets well or not.

If you are dealing with dancers you will need leg
measurements together with the Girth (shoulder,
under crotch to shoulder) and Waist Front to
Waist Back under Crotch.

If you draft flat patterns you will need to use
another system which will not be covered in this
book.
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3. CHOOSING AND MOUNTING FABRICS

OSTUME worn for any sort of
‘ performance has to be strong, able to

withstand hard wear and the dry cleaners. It
is not always possible to buy the ideal fabric for the
design you are making, but by choosing the right
mounting material you will at least be able to
support the fabric to make the costume strong. In a
professional workroom most costumes are
mounted throughout, and the mounting fabric will
vary with the likes and dislikes of the costume
cutter. I can only give you my preference and
reasons for the choice of various fabrics.

With very few exceptions, I mount bodices onto
white cotton drill. Sheeting and calico are apt to be
unyielding and calico also contains a lot of dressing.
Drill, however, has a little stretch, is usually pre-
shrunk, cleans well, and is pleasant to wear. It will
also give a fine fabric, such as cotton or pure silk
paper taffeta, body and keep it smooth, and will
help a stretchy wool to keep its shape without
becoming ridged.

Ifjersey is used for its colour and you want a solid
bodice, drill will be suitable — this also applies to
panne velvets with a jersey knit. If the design uses
the stretchy qualities of jersey you should mount it
onto another jersey of the appropriate weight.

Mounting sleeves will depend on the type of
sleeve you are making. Straight sleeves, if of fine
fabric, can be put onto fine sheeting, cambric or
poult taffeta. Puff sleeves need a fabric that is going
to make them stand up on their own. I use net of
which there are various weights ranging from tulle,
on which to mount delicate chiffons, to ballet net
for a more aggressive effect. Pure silk organza can
also be used for puffs, as it has the stiffness of net,
but is quite hard wearing and pleasant for the
wearer. Large Elizabethan sleeves usually need
mounting onto wadding or domette. I line coat
sleeves in a tailored garment in the normal way,
slipping the lining in by hand. If your artiste has a
quick change, always use a material with a slippery
finish, like poult, which will enable the arm to slide
into the sleeve easily.

Mounting for skirts is not just a matter of
supporting the main fabric, but helping it to fall in
the most effective way. Each period has its look and
the way the skirt hangs will contribute greatly to
the final effect.

The skirts of the Tudor and Elizabethan periods
are, in the main, stiff and will probably need
mounting. Many of the most suitable fabrics for
this period are furnishing velvets and brocades and,
depending on the quality, need to be mounted onto
sheeting, medium calico or lawn.

In the 17th century, softer plain satins are
needed. Acetate shot taffetas or slub silks work well
and need to be mounted onto lawn. Cotton
furnishing satin is also good and can be used
without mounting. Man-made satins do not seem
to produce fabric of the right sheen and hang, and
silk satin is impossible to find and prohibitively
expensive. If you use either, however, they will
need to be mounted on cotton lawn or an acetate
taffeta lining. Both will need support if they are to
survive the rigours of many performances.

Towards the end of the 17th century the effect
needed is a slightly stiff but draped look. Taffetas,
brocades and wool challis are all quite good, and,
depending on the design, can be mounted onto
lawn, bra net, organdie or organza. The Mantua
skirt at the turn of the century was mainly unlined
and the reverse of the fabric is often seen when the
skirt is pulled back and draped up over the
petticoat. When reproducing this fashion, though,
the skirt often needs net or stiffening in the centre
back (CB).

In the 18th century the fabric becomes lighter.
Silk paper taffetas are ideal but there are various
man-made taffetas and poults which will do as well.
If a soft fabric is used it will need mounting to make
it appear stiff but it must be kept light. The fine
brocades and taffetas of the 18th century need to
fallin graceful folds. It may seem extravagant to use
eitherdress or furnishing silk (or a good mixture) to
emulate these, but in the long run it is more
economical because silk will clean well and the
folds stay rounded. Once man-made fibres crease
or flatten there is very little that can be done to
rejuvenate them. Silks for this period are better left
unlined, and put over a good petticoat for support.
If the skirt has to be lined, then cotton lawn is the
best thing.

By the end of the 18th century fine wools,
cottons, voiles, muslins and soft silks work well and
as a rule do not need to be mounted. They are,
however, best over a good petticoat.

12



Choosing and Mounting Fabrics

Skirts can create problems because period
costumes are apt to be heavy. Try to line a skirt with
a slippery fabric if worn over a calico petticoat so
that it will move easily. Alternatively make a
slippery petticoat if the skirt is lined with cotton.
When using man-made fabrics make sure the top
skirt does not ‘creep’ on the underskirt.

With experience you will know the best effects
that can be achieved by mounting. You will also
learn how to make unsuitable fabrics behave as
they should for the period you are making, and how
delicate fabrics will stand up to the wear a costume
gets when being worn in a production.

All mounting fabrics must be pre-shrunk or
washed before use.

TO MOUNT

1. Lay the fabric right side down onto a clean
table. Place the lining fabric with its trace
line on top so that you can see the lines. Pin
into seam allowance all round the piece —
never pin into the centre of the fabric.

2. Flat tack using a pale thread (bright and dark
colours may leave coloured spots when
removed) and with even stitches. Put a knot
on the cotton and stitch just onto the seam
allowance side of the trace line. Do not back
stitch at the end. Keep both pieces very flat
— do not pick up — and slide the needle
between the cloth and the table.

3. As each piece is finished take out the pins,
turn the piece and smooth it both up and
across to make sure there are no wrinkles
whatsoever.

4. DRAPING THE TOILE

was forbidden for women to cut by the law of

the Trade Guilds. They were, however,
employed as sempstresses. This is reflected in the
shape of women’s clothes, especially in the 16th
century, for the cut follows a similar line to that of
men’s dress.

There are pattern books for earlier periods which
are not in any way specific in size. But they provide
a guide to the lay of the pattern on the cloth and the
shape of the pattern pieces when draped and fitted
on a stand or, more likely, on the body itself.

Drafting systems were a 19th-century solution to
the problem of making clothes fit the body — sized
paper patterns did not come into use until after
1860. Among those working on the development of
paper patterns for sale to the public were James
McCall, who started work in Glasgow and then
registered in New York by 1870, and Ebenezer
Butterick, also in New York. It was Butterick who,
in 1868, developed the first system of graded
patterns, made in 15 sizes from 70-106cm (28-
42in).

For work in the theatre or television the old
method of draping to make a pattern is still the best
way to cut many of the costumes worn over the flat-

F ROM Medieval times until the late 1670s, it

fronted corset of approximately 1500-1800. I think
it would be extremely difficult to draft patterns for
pre-1840 costumes by modern methods. Before this
date it is the grain and the lay of the fabric over the
body that makes the wrinkle-free bodice. Until the
end of the 18th century there is no bust point
measurement as we think of it today, and as used
when making a modern block.

Although the patterns in this book can be put
directly onto squared paper, it is, as with early
pattern books, the shape of the pattern pieces and
the grain of the fabric that is important. Use the
patterns by cutting the shape of the pieces out of a
suitable fabric on the correct grain lines shown in
the pattern and drape the pieces onto a stand that is
padded to the correct size. To pad the stand you will
need various shapes of bust pads and some wadding
or quilting to wrap around it.

The stand is one of the most important items of
equipment you will buy. I use a Siegel and
Stockman stand, model 50406. This has a well
proportioned body and is also very sturdy, standing
up to continual use over many years. Adjustable
stands with gaps in the CF and CB are of little use
because the gaps are in the very places that you
need to pin into.

13



Period Costume for Stage & Screen

I use three sizes when making a toile:

Bust Waist
Size 38 82cm (32in)  53cm (2lin)
42 88cm (34%in) 60cm (24in)
46 96cm (38in)  68cm (27in)

— the medium size is the most useful. If you make a
lot of opera costume you will probably need a larger
size; for ballet costume you will need a very small
stand.

For most of the costumes in this book you will
need a flat front, corseted shape. It is preferable to
choose a stand that is smaller in the bust and waist
than the size you need. Wrap wadding around the
stand keeping it squashy, making it just a little
larger than the required measurement. Mark the
correct N-W-B measurement on the stand and set
the waist of the corset onto this line, pulling it in to
the right size. Check the bust size and pull up if
necessary, remembering that the corset will flatten
and push up the bust. Measure across the back to
find out your armhole position and mark this on the
stand with either chalk or tape. The neck edge can
usually be taken from the seam on the neck of the
stand. If the costume is cut through from N-G
ensure the stand is at the correct height. If not cut
through, work with the stand at the most
comfortable level. Should the bodice be cut below
the waist, it will be necessary to put the pad or skirt
support on the stand.

Before beginning to cut, study the design
together with any reference material you may have
for the period. Look carefully, and if the designer
has copied a painting, note whether or not he has
understood the construction of the dress. Many
designers do, but many do not — that is your
job.

Medium weight calico is the best fabric for
making toiles, as the grain is usually easy to see.
The grain of the fabric is of paramount importance,
especially when making a bodice, since it ensures
that the costumes fits well with few or no wrinkles.
It is the grain that takes the strain and supports the
body, moulding it into shape. The CF and CB are

usually on the straight of grain.

Start with a piece of calico that is nearly the right
size. Cut off the bulk of the surplus as you progress,
leaving enough to adjust the line of the seams. You
need to be able to see the shape of the garment as it

grows.

Ifthere is no suitable pattern for the design, try to
find pictorial references that will help with the
position of the straight of grain, such as embroidery
or the pattern on the fabric.

All the patterns in this book are for a figure of
approximately:

Bust: 86-91cm (34-36in)

Waist: 63-68cm (25-27in)

N-W-B: 38-40cm (15-16in)
and the scales are shown on each separate pattern.

CLOSED BODICE

1. Begin by placing the straight edge of the
fabric on the CB line of the stand. Smooth
across towards the armhole and pin in.

2. Continue smoothing the calico round the
stand until you get to the position of the side
back seam.

3. The Front. Leave about 10cm (4in) spare at
the shoulder. A dart or curved seam will be
needed to shape the front, unless you are
dealing with a flat chested person. If there is
a dart at the top of the corset the side front
piece may not be necessary.

Pin the calico to the top of the corset and
decide if the shaping needs to be at the neck
edge or the waist — in some cases you will
need both. Swing the fabric across slightly at
the top or bottom creating a curved front
seam and pin in a dart.

4. Smooth calico over the shoulder and pin to
the back piece, or

5. Smooth towards bust point and armhole
position. Pin in.

6. Pin the side front to the stand from a mid-
armhole point to the waist, smoothing the
grain forward. Pin in. Smooth out towards
the front panel and pin from the armhole
down, keeping the pins straight, and in a
smooth curve from armhole to waist.

7. Smooth and pin the side back as for the
front. Join side seams, cutting off surplus
fabric to Scm (2in). Clip the neck and
armhole curves. As you trim and cut away,
this releases the tension round the curves and
you will be able to nip in the seams a little
more.

8. Check that all seams are in the right places,

14



Choosing and Mounting Fabrics
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Place straight on edge of CB line.

Use straight of grain. Smooth down side front.
and are like the design. Once you are Watch point
satisfied that the bodice is as smooth as Do not pull the fabric too tight. When finished, a

possible, mark neck, armholes and waist and  toile should be easy on the stand.

trim down all seams to 1cm (Y2in). Put all the

CB pins in a straight line, and take out all OPEN BODICE

other pins that are holding it to the stand. Based on the Ditchley — painting of Elizabeth I
9. Turn the toile over onto the other side of the 1. Cut back as for closed bodice.

stand. All the seams will now be inside, and 2. Front stomacher. Lay the selvedge down the

you will be able to see if any of them need CF and pin into corset. Use a piece of calico

adjusting. about 35cm (14in) long by 20cm (8in) wide,
10. Now you are ready to make the toile into a and smooth across using the shape of the

pattern. centre piece of the corset as a guide.
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Mark neck, armholes and waist. Front — edges and seams trimmed.

o il s sy (==~
2 l F"'-

Back — edges and seams trimmed. Back — reversed toile.

6. Now you are ready to make the toile into a

Front — reversed toile.

3. Using the straight of the grain and leaving

10cm (4in) spare at the top, lay the fabric pattern.
from the shoulder to a point level with the
top of the corset at the side of the bust. SLEEVES

1. Decide which sleeve shape you need for the

Continue down to the waist and pin to the
stomacher. You will have to clip the calico at design. From the pattern work it out in paper

the armhole level to enable you to get a as a flat pattern.
smooth line. Cut it in calico, and pin up the seam.

4. Smooth the side front piece round under the 3. Hang from the armhole, making sure it is not
arm — the side seam is better if it is placed too small in the head and that it is the
towards the back — and join it to the back correct shape for the design.

piece at the shoulder and side back seams.

5. Mark and trim neck edge, armhole and waist, SKIRT
and shape the point of the stomacher. A skirt pattern is made by using the same principle
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Making a Basic Bodice

as for a petticoat, and can be cut in fabric without
making a toile. This is especially so if the skirt is the
same shape as the petticoat, which is usual. Always
check the skirt length over which ever is the longest
— the pad or the skirt support at its widest point.

Watch points
The skirt should always be wider than the
petticoat.

If you are making more than one dress or intend
to keep your patterns, keep the ‘negative’ you cut
off the top of the petticoat and this will act as a
rough guide for the top of the skirt. Remember,
however, that fabrics and skirt shapes will always
differ slightly.

Most of the skirts covered by this book are
straight strips joined along the selvedges and where
they are shaped a pattern is provided.

5. MAKING A BASIC BODICE

HEN you have finished your toile, the next
step is to make it into a pattern.

1. Take the calico bodice off the stand and mark

across the line of pins on the shoulder seam.

You may find that your pin line is erratic, so

straighten it out now. Put in balance marks

and lines where the neck, sleeve and
waistlines are. Take out the pins on the
shoulder and lay the bodice flat. Continue
marking all seams in the same way.

2. Un-pin all seams and lay the toile out flat.
Check the shape of the pieces against the
shapes of the standard pattern pieces for the
period.

Watch point

As no two people are exactly the same, your pattern
will vary slightly from the original, but it should
always be on the same grain, and resemble the
standard pattern in shape.

3. Check your bust and waist measurements.
Mark in waistline, neckline and armhole.
Any discrepancy should be corrected through
the armhole or waist using the balance marks
as control points.

4. Cut off all turnings and lay the calico onto
paper. Draw round the pattern, remembering
to put in grain lines and balance marks. You
now have a paper pattern.

1.7
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CUT AND CONSTRUCTION

Watch points
Make sure all pieces are on the right grain.

If there is a pattern on the fabric, ensure that the
pieces are well placed and exactly the same on both
sides.

Get into the habit of pinning into the turnings
only, so that when working on pale or plain fabrics
you will not get pin holes in the body of the fabric by
accident.

BODICE AND SLEEVES
1. Lay the paper pattern onto the mounting
fabric and pin out.

2. Cut out the mounting fabric leaving Scm
(2in) at the sides and CB and 2cm (34in)
round neck, armholes, waist and any other
seams.

3. Trace round the pattern remembering
balance marks.

4. Lay the mounting onto the main fabric and
cut out.

5. Flat pin the lining onto the fabric and flat
tack together, slightly outside the trace line.

6. Pin bodice pieces together, matching balance
marks.

7. Either hand tack very firmly, or machine
tack in a big stitch. The method used will

depend on type of fabric.

8. Make up sleeve in the same way.

SKIRT

9. Make up skirt seams, leaving the appropriate
seam open for the placket.

10.
11,

Tack up Scm (2in) hem.

Adjust the stand to the correct W-G
measurement and put on the skirt support
and petticoat.

Put a petersham waistband on the waist of
the stand over the support and petticoat
waistbands. Put the skirt over the top of the
petersham and pleat onto it — while pleating
keep the hem level with the floor. The type
and the way it is pleated will depend on what
period you are doing.

Machine or tack the skirt onto the petersham
and put in the placket at the appropriate
place.

Tack a small trouser hook and bar or two no.
3 hooks and bars onto the waistband to the
correct measurement, allowing for the
thickness of the waistbands on the skirt
support and petticoat.

You are now ready to fit.

12.

13.

14.

Watch points
The opening is not always at the back so beware —it
depends which period you are working in. It is
sometimes better to wait until after the fitting
before putting in the placket. Again this depends on
the period.

The skirt may not need mounting. This depends
on the type of fabric used and is discussed in
Chapter 3.
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Making a Boned Bodice

6. MAKING A BONED BODICE

with costumes dating from 1625, when the

waist starts to rise, unless you have many
changes of costume. Many other period costumes
are also better if the bodices are boned. Artistes are
apt to leave off the corset if there is no one to chivvy
them into wearing it and if the bodice is unboned it
is then apt to look a wrinkled mess. In television
most artistes expect to wear corsets and the
designer is usually around during the recording to
make sure his designs look their best.

The type of boning will, of course, depend on the
period of the bodice and the size of the person. If the
bodice has tolook stiff put in canvas as for the corset
and the bones can be approximately 1.25cm (Y2in)
apart.

When in doubt as to the direction and number of
the bones do a little research. By looking at corsets
or corset patterns and relating these to the shape
you require, you will be able to work out which way
the bones should lie. Try to fit the bodice before
putting on the top fabric, as it is easier to do any
alteration at this stage.

I t is not worth a using a corset in the theatre

Making up
1. Bone the inner lining as for a corset.

2. After the fitting take the boned lining apart
marking in the alterations and balance
marks. Cut a calico or domette layer to be
mounted between the boning and the top
fabric. This will stop the pattern of the
boning showing on the right side.

3. When you have cut the top fabric, mount the
three layers together being very careful that
the top layer is smooth and not too tight.

4. Continue as for the basic bodice.

Watch points
The bones must stop 3mm (Yin) from both the top
and bottom to allow the piping or binding room to
turn over without showing a ridge where the
boning ends. The seams in the side front and side
back section of both lining and top bodice fabric do
not need to be in the same position. These sections
can be made up independently and then put
together at the centres front and back and side
seams only.

Nylon boning (rigilene) is the easiest thing to use,
putting in steels down the centres front and back
where necessary.

7. FITTING AND FINISHING

over many years. As every fitting is different

which is why costume making is such a

fascinating job or hobby — I can only give you
guidelines to follow.

FITTING is an art as well as a craft acquired

PREPARATIONS
If you have taken good measurements, if your stand
is padded and marked to the right size, and if during
the cutting and putting together of the garment you
have checked to make sure all is right, you should
have no problems.

Check that the measurements round bust and
hips are comfortable and neck and wrist fittings are
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about 0.5cm (%in) bigger than the actual
measurement. Also check that the N-W and W-G
are correct. If you checked with the artiste when
you took the waist measurement that it was
comfortable, then it should fit.

Find time to tack up the hem and tack hooks and
bars onto the waistbands of the skirt and petticoat.
This is time well spent as when you step into the
fitting room and put the costume onto the artiste it
will look as if it fits. You will then immediately have
the confidence of the actress and designer, both of
whom are probably just as nervous as you are at a
first fitting.

While the artiste and designer chat on about
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Fitted.

shoes, hats or the weather, you can get on with the
important business of making the costume fit
perfectly. But do not over fit and make it too tight.
Remember that many of your seams will only be
tacked and will therefore give when the bodice is
pulled tight. This tends to make the finished
garment too small.

Put on the petticoat and check the length. It will
probably need a tuck to shorten it by about 2%2cm
(1in). The tuck will also add stiffness and help the
shape. Put on the corset and lace from the waist
upwards. (This sequence applies only to the periods
in this book.)

Fitted back bodice and sleeves.

FIRST FITTINGS

Here is a check list that you must go through at

every fitting. Only fit one side — I usually do the

right.

1. When first pinning the bodice together try to
keep it on the original CB or CF tack mark. If
this is not possible, rip the side seam and
adjust it so that you can.

2. Check the N-W and if it is too long decide
whether you should alter it through the waist
or the shoulder. If the skirt and bodice are cut
in one, leave the waist and alter it through the
shoulder.
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3. The front and back will probably need to be
realigned. To do this, rip the shoulder seam.
At the same time, notice if the back width is
right. If not, correct it before pinning the
shoulder seam together again.

4. Look at the front below the armhole level and
make sure there are no wrinkles. If there are
and they lie diagonally from side waist to bust
point, you will have to rip the side seam and
lift or drop the bodice at the side seam until
the wrinkles disappear. If they lie from the
under arm to the CF at the waist, you need to
drop it at the same place.

5. Mark the armholes, neck and waistline. When
you are sure they are right, clip to within
0.5cm (Yin) of the mark. You will now find
that having released the tension you will be
able to nip in the waist and shoulders a little
more. You may need to clip in the neck and
armhole before this, but be careful.

6. Ido not tack sleeves in for first fittings, as the
armhole rarely fits first time. Slip the sleeve
up the arm and hang it straight from the
shoulder. When the bodice is off the body you
may find the sleeve lies slightly forward. It
must never lie backwards.

Pin the sleeve onto your line, which you may

find you have to readjust. The sleeve should

pivot from the muscle at the base of the sleeve
head — tailors call this the scye, but I like to
think of it as a hinge. For theatre clothes the
under arm must be kept high otherwise you will
need a gusset. Check the length of the sleeve and
the wrist fitting. Ask the actress to move her arm
so you can judge how much movement she has.

Periods with dropped shoulders have special

problems as directors so often seem perverse in

wanting the arms to move upward instead of
across the body.

The fit of the sleeve changes with each period,
and young women today have wider and squarer
shoulders than in the past. In some periods you
can disguise this by setting the sleeve well onto
the shoulder. Of the periods covered in this book
only the Tudor trumpet and the late 18th-
century sleeves will give this trouble.

7. If you have a collar, pin it onto the neck line.
If it is a stand collar always keep it well into
the base of the neck unless the design is
otherwise.

8. Check that the waist of the bodice fits easily
over the skirt.

9. Look at the hem. If tacked up, you will be
able to see at a glance if there are any
problems. If it is level but not the right
length, just note how much you must lift or
drop it. If it is very uneven you may have to
take out the tacks and start again. (If the
petticoat was the right length you can leave
the dress hem and level it from the petticoat.)
Make sure the skirt is the right shape and
meets with the designer’s approval.

When you become experienced, fitting will take
about half an hour and will become automatic. Try
not to be hurried as it is very important to
everybody concerned that the costume fits well.
You will not need a prolonged second fitting —
when that time comes the company will be doing
complete runs of the piece and the director is not so
keen to let actors go.

Ask the designer as you proceed if, for instance,
the line of the bodice is as he likes it or if the
shoulder line is right. Ask the artiste if the neck,
waist, underarm and wrists are comfortable. Sug-
gest she sits, kneels or curtsies if any of these
movements are needed in the piece. You will learn
with experience the right things to ask, and the
decisions you must make for yourself.

Now is also the time to discuss with the designer
the aspects of the design. Produce samples of
decoration, toiles of cuffs, sleeve frills, etc. — in
fact, anything that is going to make decision-
making easier. Don’t forget that you have been
living with the design for days, whereas the
designer of], say, an opera may have 300 others on
his mind. If you are making for the over-large
soprano he has, no doubt, just been grappling with
the problems of a short tenor.

FINISHING AFTER THE FIRST FITTING

1. Mark through alterations from the fitting,
remembering to alter balance marks if
necessary.

2. Pin and tack together on new lines making
sure both sides are alike. Put the bodice on
the stand and check.

3. Machine all seams, trim and neaten (see
appendix 1).

4. Back fastenings. There are four ways to close
a bodice — eyelets and lacing (machine,
handmade or metal); hooks and bars; hooks
and loops and hooks and holes (see appendix 1).
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5. Finishing back placket. There are two ways
to prepare the placket for fastening:

a. Turn in both left and right side seam
allowance by 5cm (2in) and edge stitch,
putting on hooks and loops or a bone
channel and eyelets for lacing. Both these
methods need an inlay (see appendix 1).

b. Turn in right side (right side facing) as
above to carry hooks. Face back or leave
double width when cutting and fold back.
Machine down the CB line. The bars are
now placed slightly to the right of the
stitch line.

6. Pipe the bottom and the neck taking the
piping across the placket. If you think that at
some time the bodice will need to be let out,
pipe across the placket allowance on the
hookside as well. This will, however, make it
more bulky.

7. Finish sleeves in a manner appropriate to the

period and set-in using the marks made at

the fitting.

Adjust skirt pleating if necessary.

Finish placket, waistband and fastenings.

0. Make adjustments to hem if necessary and
finish. (Some designers do not like the hems
finished until they have seen the costume on
stage, especially if the stage is raked.)

11. Tack top to bottom.

12. Apply decoration if any. (Again, some
designers do not like to start the main
decoration until after the second fitting, but
it is often too late then to do a well-finished

job.)

=0 00

You are now ready for the second fitting.

SECOND FITTINGS

For the second fitting the costume should be at a
finished-fit stage. This means that the structure of
all the component parts (bodice, sleeves, skirt,
corset, petticoat and chemise — if you have one) are
completely finished, and if possible most of the
decoration applied.

If all the alterations were marked and worked
through correctly after the first fitting there should
only be small adjustments to make at the second.
These can often be cured by, for example, a small
pad, or by pulling up the piping cord round the
neck. Both the artiste and designer should then be
able to see the full effect.

There are artistes who think they know what
flatters them. If so, listen to them, and to the
designer’s wishes. If there is conflict, see if your
technical knowledge can steer a middle course.

The first fitting will take about half an hour, and
the second 15 minutes, for a full period costume. If
you have a difficult corset to fit and more than one
costume, it is advisable to fit the underwear and one
skirt only, and do the bodice and sleeves as a toile
fitting. This will then be the first fitting. A costume
should need no more than three fittings in all.

FINISHING OFF

After the final fitting do any alterations needed
and:

1. Machine in sleeves.

2. Stab stitch the bodice to the skirt.

3. Finish any decoration still needed.

8. MAKING PETTICOATS AND PADS

HE petticoat is an important part of any

Icoslume. Together, with a frame or pad, it

will make the skirt or dress the correct
shape for the period.

Between 1500 and 1800 the petticoat can be
made up of straight strips joined together. The
width of the petticoat will vary with each change in
shape as fashion dictates, but it must never be wider
than the skirt that covers it. There is usually a Scm
(2in) hem plus a frill. The bottom can,
alternatively, be stiffened with cord, canvas or
tucks, to a depth of 30cm (12in), to ensure that the

skirt keeps its shape at the bottom. The top is
shaped to accommodate the frame or pad and
mounted on a waistband.

For most purposes the petticoat can be made in
calico or sheeting. For a superior petticoat, though,
acetate poult taffeta mounted onto lawn is strong
and if it has to be seen, can, of course, be coloured._
This type of petticoat allows the top skirt to move
easily as it has a slippery surface, is very durable
and cleans well. (Petticoats I made 10 years ago are
still used today!)

Petticoats can also be made in quilting — either
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shop bought to give stability or quilted in a pattern
to be seen, as in the 18th century.

The width round the hem of a petticoat is
dictated by the period. The early Tudor petticoat
need not be more than 3.6m (4yd) round the bottom
and should be flat pleated round the waist over a
small pad. If it is shaped by a Spanish farthingale,
the front 91cm (36in) can be shaped to fit the frame
with 1.38m (54in) on either side to form the back
skirt. This can either be flat pleated or cartridge
pleated from the sides to the CB.

The skirt gradually gets wider until, at its zenith
in the late Elizabethan/early Jacobean period, the
wheel farthingale is so large that the petticoat will
be between 4-5m (5-5%2yd) round the hem. You
do not need a great deal of fullness at the hem edge
but there must be sufficient to let the costume
move well.

From 1620 to 1720 3.6m (4yd) will work as a
standard petticoat which is pleated over a pad.
From 1720 to 1760 the width will vary and depends
on whether you are using pads, pocket-hoops or a
panier, and can be from 2.75-4.5m (3-5yd). From
1760 into the 1790s the skirt width for theatrical use
can be approximately 3.6m (4yd) but from 1795 it
narrows down again to 2.3m (96in) by the end of the
century.

In appendix 1 I include a list of skirt widths taken
from theatrical costume and dresses in museum
collections.

MAKING PETTICOATS

Cutting
The length of fabric needed is calculated on the
following measurements (the figures given are
samples):
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Wiaist to ground
Hem allowance
Top allowance 8cm ( 3in)
The depth of shaping for top 15.5cm ( 6in)
Plus any length required for train at back
A petticoat with a finished W-G measurement of
106cm (42in) will therefore be cut to a length of
1.37m (54in) excluding any train required.

106¢cm (42in)
8cm ( 3in)

Making up

1. Join all pieces but leave an opening for the
placket. Do not assume the opening will be
down the CB, as it will depend on whether
your petticoat has a pad or not. For the aates
covered in this book, I would put the opening
at either the side front or CF. This allows the
pad to be stitched into the back of the
petticoat, and also allows your artiste to get
herself out of the costume more easily.

2. Put a hem on the bottom using the 8cm (3in)
allowance. The hem at ground level will
always be on the straight of grain — if there is
a train it will be added to this.

3. Cut the frill to the required length and depth.
You will need three times the length of the
hem if the frill is to be pleated and two times
if gathered.

Example:
3.6m (4yd) hem = 9.1m (12yd) length for frill,
30cm (12in) deep from fabric 90cm (36in) wide.
The length of fabric need for frill = 3.6m (4yd)
Apply the frill or stiffen the hem at this point.
If you are going to stiffen the hem, use canvas or
net backed onto calico to the depth required and
apply to the hem by stitching round in rows
about 1.25cm (Y2in) apart, from bottom to top of
stiffening. You can also use size 7 piping cord
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and pipe it into the petticoat all the way round 6. If the frill is to be gathered it can be done in

the hem in rows 2.5cm (lin) apart, and as deep one of two ways:
as required. a. If the fabric is fine, gather it using a big

If you use either this method or tucks, you stitch on the machine with buttonhole
must allow enough length when cutting — thread in the machine bobbin (see
approximately 2.5cm (lin) per cord. For tucks appendix 1), or;
plus depth of tuck twice. b. If the fabric is thick, gather by zig-zagging
4. Hem bottom of frill — either turn by hand or over piping cord and pull up to the

required length (see appendix 1). When
using this method, divide and mark both
cord and frill into eight parts, and pull up
the fullness as you go. When finished, even
out the gathers between the marks.

with a baby hemmer on a machine.

5. Pleat the head into 4cm (13in) box pleats
and machine 2cm (%in) down from the top.
Then either run through an overlocker or
finish on a zig-zag machine.

W




7.

Making Petticoats and Pads

Dividing the petticoat into eight also
makes the next stage much easier.
Stitch the frill through onto the petticoat,
allowing it to drop 1.25cm (}4in) below the
hem, and finish by zig-zagging the head flat
or cover with a tape.

Ifthe skirt of the dress does not have a frill or hem

decoration, you must not put a heading onto the
petticoat frill as it may show as a lumpy shadow
through the top skirt.

Pleating the top

8.

9.

10.

11.

Adjust the stand to the required W-G
measurement.

Place the skirt support, or pin the pad, onto
the stand.

Put a petersham which has been marked in
quarters round the waist.

Divide the petticoat into quarters, moving
side marks 15cm (6in) forward of the actual
quarter (see appendix 1).

Example:

If half the petticoat is 2 widths of 91cm (36in)
each, you will now have 76cm (30in) at the front
and 107cm (42in) at the back.

12.

14,

14.

15.
16.

17,

Place the petticoat over the skirt support,
pinning the quarters to the stand. The hem
must be level with the floor and the surplus
left above the waistline.

Put a tape or wide elastic round the waist
and tie tightly. (Do one side only at this
stage.)

Pleat or pull into gathers under the elastic, as
the period dictates. It is usual to leave a
section of 8-13cm (3-5in) flat across the front.
The pleats behave and look better if pleated
from the side to front and side to back — this
means you have inverted pleats at the front
and back and box pleats at the sides. (Keep
the hem level with the ground.)

Draw a pencil line under the elastic.

You will now have a rough line across one
half of the top. Lay the two halves flat on the
table and even it off. Transfer the line to the
other side, marking the quarters. Trim to 2.5-
Scm (1-2in) above the line — the allowance
you leave will depend on how confident you
are.

If you are pleating, rather than gathering, the
petticoat put it back on the stand, and re-
pleat using the quarters. Pin and machine
onto the petersham.

18.

19.

20.
21.

22.

If gathering, use the piping cord trick. Pull
up and pin using quarters and then machine
onto petersham.

Before finishing the waist make the placket,
keeping as flat as possible.

Trim away excess fabric and cover the waist
with tape, putting in hanging loops, 10cm
(4in) long, at each side.

Hook and bar, popper placket and label.

If you are shaping your petticoat with a pad,
put both on the stand and adjust the pad.
Cross-stitch in place at both ends, sides and
CB as needed.

If your measurements were right, the waist
should be perfect at the fitting. If the
petticoat is too long — it should touch the
top of the shoe — take a tuck in the skirt just
above the frill.

MAKING PADS
The shaping of a dress in any period is made either
with a farthingale, panier or crinoline skirt support,

or

by using a pad under a petticoat.
When shaping the skirt with a pad you must look

carefully at the design, and decide on the size and
shape you will require. I have included a selection
that, together with the skirt supports, cover the
periods in this book. With thought and experience
you will be able to adapt them to suit all your
needs.

1.
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The farthingale pad. This is used inside
the farthingale to support the back and stop it
from falling forward. The same shape can be
used in the 18th century in the back of the
panier but not filled so hard.

The phoenix pad. I developed this while
making costumes for Glenda Jackson in the
BBC series Elizabeth R and can be used from
1560s to 1580s.

. The Armada pad. A very large pad used

from 1580 to 1610. It can be used on its own
and under both the wheel farthingale and the
biscuit pad.

The large biscuit. This can be used on top
of the Armada pad and will create a wheel
farthingale shape, but is much easier for the
actress to wear as it is more stable. These
pads are also more predictable when moving
about and in performance — much better for
dying in!

The small biscuit. Shallower than the
large, and worn on its own. It can be used
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Pads

A Farthingale pad

B Sausage pad

C Phoenix pad

D Armada pad

E Biscuit pad

F 1630-40 (Henrietta Maria)
G Panier pad

H 18th—entury hip pad

J Regency pad

Cross section

SCALE: 1 square = 2.5cm (1lin)
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from 1615 to 1640.

6. The sausage pad. This is similar in shape
to the phoenix pad but comes further round
to the front, just forward of the hip bone. It
has a smaller circumference which can be
varied according to need. It is used from
c.1640 to 1710, and again from
approximately 1775 to 1795.

7. Small pad for the back of the high waists at
the end of the 18th century.

8. Small hip pads can be worn for 18th
century costumes instead of paniers or pocket
hoops.

9. Panier pad, used in the back of 18th
century paniers or pocket hoops.

MAKING UP
Cut two calico layers on the straight. Machine
round leaving a gap through which the pad is filled.
Trim, turn, poke out the corners and fill the case
with shredded Terylene wadding or kapok, to be
hard when finished.

There are variations to this general method:

The biscuit pad is made by cutting two layers of
calico, another layer of canvas or stiff net without
turnings and two further layers of lcm (%4in)
Terylene wadding without turnings. Lay one
calico, the canvas and wadding together and catch
through just sufficiently to hold the layers together.
Put the remaining calico onto the calico side and
machine round leaving a large gap on the inside

Left: biscuit pad. Right: biscuit pad stitched.

curve, and turn through. Poke out the corners and
lay one or two more layers of wadding inside. Close
the gap by folding the turnings in and whipping the
edges together by hand, or by zig-zagging over
them on a machine. Finally, stab stitch through all
the layers until the pad is quite stiffand 1.5cm (1in)
thick.

The biscuit can now be put on top of the Armada
pad and the two should be attached together. If you
need a very square edge, you will need to attach a
Scm (2in) diameter sausage pad under the edge of
the biscuit.

The small pad: Machine round the curved edge
leaving the top open. Fill the pad and machine
across the traceline for the seam allowance and
neaten. The pad is sewn directly onto the waist
band.

Grading the pad patterns

Measure the high hip and make the inside curve
of the pad the length that is required, plus
S5cm (2in).

Re-measure the width of the pad all round and
make wider or narrower according to size of hip.
Attach the pad into the petticoat with cross
stitches.

Watch point

Never leave pads on tapes to be put on by the
dresser or artiste as they nearly always pull them
too tight, making the pad ride too high in the waist.
My apologies to all good dressers!

\ ) T b S B p
St
\1 . /
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9. ]LINEN

worn under costume, unless there is specific

business which involves dressing or
undressing, and as this is quite a lengthy process it
rarely happens. In television and film, on the other
hand, it is easier for the camera to cut away from the
action, thus shortening a process that can become
tedious. Nevertheless if underwear is to be seen, or
simulated in necks and cuffs, it should at least have
a semblance of reality.

It is usual when linen is seen in the neck or cuffs
of'a costume, to put a frill or fill-in into the neck and
false frills or chemise sleeves into the end of the
sleeves. The common mistake is to make the neck
frill too full and deep which closes up the neck line.
If they are made in lace, remember that this has
always been an expensive item. Any addition must
always look like the garment it is trying to simulate,
and must not be stitched onto the very edge of
sleeves or neck. For example if the bodice has a neck

I N the theatre, shifts or chemises are very rarely

frill which in reality would have a draw string, put
the edging, lace, etc. onto a piece of lawn
approximately 2.5cm (lin) wide and gather it
where the lace and lawn meet, putting a ribbon bow
on the CF tolook like a tie, or put a soft bias binding
over the join on the wrong side and put in a draw
string. Set the whole piece into the neck edge so that
the lace only will show. The same thing applies to
false sleeve ends.

The fill-in or chemisette is usually simulating an
undergarment which fills in the neck of the dress.
There are two ways to do this:

1. Make a yoke and mount the neck of the shift
or chemise onto this making it approximately
2.5cm (1in) larger than the dress neckline.
Finish the edge with soft bias binding and
herringbone the fill-in into the dress. These
are not easy to fit, and need to be removed
from the dress each time they are to be
washed.
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OR

2. Make a sleeveless blouse or chemisette and as
above make the top of the shift or chemise
and mount it onto the base of the fastening
going through to the waist. Put an elastic
through a channel in the waist or put it onto
a waistband and fasten with a hook and bar.
This helps to keep the chemisette in place.

My pattern for a shift/chemise is a basic body with a
shift neckline and long sleeves, and a chemise with
short sleeves and a round neckline which will fit the
neckline of an 18th-century dress. Any of the
chemise type sleeves on the 17th- and 18th—century
patterns can be used, however, by cutting the heads
straight and gathering them into the sleeve space on
the pattern between J and K.

Even when the chemise has a low neck, cut it

Tudor shift on chemisette.

high enough to be able to mark the finished
neckline at the fitting, after the neck of the dress has
been sorted out. In this way the chemise neck can be
made to lie exactly where you want it to be.

When fitting, put on the chemise and then the
corset. Before the corset is finally tightened, pull
the chemise down and the neckline into place,
arranging the fullness where you want it. Do not fit
the neck of the dress too high, remember that the
neck frill will close up the neckline.

If the chemise is not to be seen without a corset
put an elastic or a draw string through the waist.
Also remember to make it easy enough to get into
when wearing a wig, which means that although in
reality it may have no opening, you may have to
split it either at the front or the back — whichever
will be the most convenient place for the purpose
for which it is to be used.

Mark 18th-century neck on chemise.
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Shift/chemise |

A Body of the shift/chemise (cut 1 to fold) 1
B1 Elbow length sleeve (cut 2)
B2 Long sleeve (cut 2)

C1 Square gusset (cut 2)

C2 Diamond gusset (cut 2) — insert into wheel piece to 0 A ]
D Wheel piece (cut 4) |
E Cuffs — for shift only (cut 2) |
F Collar — for shift only (cut 1)

G Neck gusset — for shift only (cut 2)

——— Alternative neckline for chemise — this needs to be cut carefully

FoldEL.__g__-F____--__. [
Y X Y l
[
3 I |
|
B2 B1 B
Fenfs
[z Z<]G
] Y
|
|
P o ] P
r i N
. 3 '\\ <« Open to :
Cl1 "‘*—‘ here for shift
|

SCALE: 1 square = 2.5cm (1lin)
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Left: shift. Right: chemise.
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Left: neck and right: sleeve gussets.

Making up

1. If the fill-in is to go up to the neck, put in the
shoulder gussets.

2. Put the sleeve onto the body.

3. Put the godet or wheel pieces onto the sides
— if you have not cut the shape into the
body.

4. DPut the underarm gussets into either the
front or the back.

5. Join the side seams from the underarm gusset

to the hem, and then from the gussett to the

Wri1St.

Put 2 hem on the bottom.

Finish the neckline either with the collar or,

if the nzck is cut out, finish the neck edge in

the appropriate way

Na

When puiting in gussets only machine as far as the
allowance and back stitch, then start the next side
of the gusset beyond the allowance. If the seams are
to be flat seams (run and fell) clip the seam at the
join, and trim the allowance to half the width
turning in the gusset allowance and machine flat.

The seams can either be machined and zig-
zagged, or a run and fell seam can be used but try, if
it is a delicate garment, to make them as neat as
possible.

There are shifts and chemises on display in most
museums of note, and patterns in various books
and publications.

Sleeve T

COLLARS AND FICHUS
It is important to remember that all sewing during
the periods covered by this book was done by hand,
and that however good a machinist you are if you
are doing reproductions it will be very difficult to
reproduce the delicate look of hand sewn linen. The
linen was also very fine, but it had a slightly stiff
quality which is impossible to reproduce. Fine
Swiss batiste is the nearest you will get today, but
very few shops stock it, so use lawn or cambric. If
cotton is used it will need to be starched. Silk
organza looks good but cannot be washed
successfully. It is apt to balloon when used for
fichus, although it can be controlled by steaming.
When edging fine fabrics that are liable to stretch
run a straight stitch on the outside edge, trim, and
zig-zag or turn a baby hem over the machine line. If
the edge pulls in, break the straight stitching where
necessary. This technique is useful when making
collars, fichus or anything in fine fabric.

Fitting neckwear into the neckline

If the dress has a front fastening, herringbone in
about 2.5cm (lin) down from the neck edge. If the
dress fastens down the back, herringbone in the left
side, and popper or press stud the other. Whichever
method you use when putting in a fichu leave it
loose from about halfway down the front neck and
tie or drape the ends, poppering or catching it to the
dress if and where necessary.
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10. EARLY TUDOR CORSETS AND
SPANISH FARTHINGALE

HEN looking at a costume it is the

N R /'silhouette of the dress which suggests in

which period the drama is set since each

period has a typical shape which dissolves into the

next. The silhouette is achieved by foundation

garments, such as a corset, or boned bodice, a pad

and petticoat, or a skirt-support. The last is usually

made of calico with steels or cane inserted into
casings.

CORSETS

Corsets used in the theatre do not need to be
accurate museum copies, but it is important to get
the correct shape for the period. Bodices always
look better when worn over a corset because less

bones then need to be used in the bodice — the
fabric lies in a more natural way than when it isn’t
stretched over a boned foundation. A corset will
also keep the costume off the body, so keeping it
cleaner. If well made in the right materials, a corset
will wash well and can be used again in future
productions perhaps making hired costumes look a
great deal better.

There are two main types of corset spanning the
450 years from 1500 to 1950, and two methods of
construction used to make corsets for the theatre
today. The shape of the first, from 1500-1800, is an
inverted cone which compresses the breasts with
little or no shape under the bust, but pushes them
up into a much higher position.
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The second, from 1800 to 1914, is constructed in
many panels constricting the diaphragm and waist.
The bust and hips are smoothed and moulded into
an hour-glass shape. The modern bra is
constructed in the same ways as a late Victorian
corset although the fabrics and cut have radically
changed.

CORSET: 1500-1800

Materials

Calico or decorative fabric — possibly both if the
decorative fabric is thin

Cotton drill

Rigilene (nylon) boning

Steel bones

Eyelets with washers

3.6m (4yd) corset lace

This corset is made with two layers. The white drill
is next to the body and the nylon boning applied
onto it. Cover the drill and boning with the calico
and/or other fabric and then stitch through a
second time. Should a very sturdy corset be
required, a layer of canvas between the drill and the
bones works very well although any stiff, affordable
fabric will do.

Measurements

It is important to take these for yourself whenever
possible.

Bust

Waist

N-W-B

N-BP (pushed up) -W

X~chest with pushed up bust — use the muscle just
forward of the underarm to get the correct
position.




|
|

Tudor corset

A Front (cut 1 to fold)

B Side front (cut 2)

C Back (cut 2)

D Strap (cut 2 to required length)

All pieces to be cut from drill, canvas and top fabric

=== Alternative cut out line (no strap)
X Steel

I

I

[

i

l

I

|
33.7cm
(13%in)

SCALE: 5 squares = Scm (2in)



Early Tudor Corsets and Spanish Farthingale

From the same place at side of bust, measure
down to the waist. This is the position the strap will
come to and gives you the depth of the corset at the
side front.

From the same place measure over the shoulder
to back waist.

NB Bust measurements over any flat-fronted
corset are smaller and higher than those taken over
a bra.

When cutting the corset take 2.5cm (lin) offeach
side of the CB seam to allow for lacing in.

Making up

1. Cut drill, calico, decorative fabric and canvas
(if using) to just within the pattern shape.

2. Trace the pattern shape onto both right and
wrong sides of drill. Also trace the bone lines,
but on the wrong side only.

3. If using canvas: trace the seam allowance
onto the drill and machine canvas and drill
together, and trace bone lines onto the
canvas.

4. Cut bones and number them — the bones
should be cut approximately 6mm (34in)

shorter than the pattern. Candle the ends
(see appendix 1).

5. Apply boning directly onto the drill over the

canvas leaving a slight gap at the top and

bottom of the bone to allow for binding.

NB Omit bones on all seams except those

down CB before fitting

Press all pieces with a warm iron until flat.

Take the backs and pin outside fabric to

boned lining with right sides facing and

machine together down CB.

8. Trim allowance to 5mm (%in), turn wrong
sides together and press.

9. Pin both layers together and edge stitch 2mm
(Yin) from edge.

10. Machine-in channels for both steels and
eyelets and then machine through on all bone
lines from the drill side.

11. Pin out the fronts and sides (wrong sides
together), stitch through all bone lines so that
steels can be pushed in where necessary.

12. Hatch all spaces marked on pattern.

13. Flat machine round sides and bottom.

14. Hand tack the tops of the pieces.

S
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piece.
3. If the bottom of the gap is narrower than the

on the side seam, usually just off the back
top, take it in equally on both sides at the

bottom of the side seams.
4. If the top of the front is either too loose or

too tight, adjust the side front until it is
comfortable; supports the bust without
having to put pads in and looks right.
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Adjust the straps — they need to be quite

tight.
A corset is easier to fit if the top layer is not

applied until after the fitting (except for the backs).
designers and artistes need to be able to see what

This is not always advisable, however, as some
the finished garment is going to look like.
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After fitting

1.

2.

Work through the alterations, re-marking all
seams and balance marks where necessary.
Run and fell all seams from wrong side to
finish. Trim the inside layers to 6mm (Yin)
and machine through to the right side.

Make straps — cut double, hatch and attach
to body. (Make sure they are the right way
round.)

Stuff steels into rigilene channels, as marked
on pattern or where indicated at the fitting.
Trim top and bottom down to fitting line and
bind both with a strong bias binding. The top
is bound from the CB, round the straps,
across the front and continued to other side.
If straps are not used, trim down to
alternative line and bind.

43

7. Put in top and bottom eyelets, also on straps
if required. Straps can have a piece of 1.5cm
(%in) wide elastic in the 2.5cm (1lin) gap to
give a good pull and to aid movement.

Tassets
Tassets on the bottom of corsets are not just a pretty
feature: their purpose is to stop the waistbands
from slipping under the corset and cutting into the
waist. The petticoat works well if it goes under the
front point of the corset and over the tassets at the
back.

1. Cut two layers of fabric as for the straps.
Either cut and make each one separately or
make a large piece of stiffened fabric and cut
them out of this to shape on pattern.

2. Bind each one around the curved edge.
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3. Butting one tightly up to the next, machine stitch on a machine.
into a string and then bind over the edge. 5. When lacing corsets of this type, only one
4. There are two ways to attach them to the lace should be used. Stitch a short piece of
corset. First line them up to the CB and lace behind the left-hand top hole. Attach the
main lace to the bottom right-hand side — it

then:

a. put right sides together and whip together must be long enough to lace through every
by hand or; hole from bottom to top. Use it as if sewing

b. butt the top of the tassets to the bottom the corset edges together, tying off to the lace
edge of the corset, and zig-zag them at the top.

together with a wide bite and medium

Below: attaching tassets. Left: whip together or
right: zig-zag together.

Insert elastic into strap to help movement.
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Watch points

Shoulder straps should always be kept as narrow as
possible — 1.25-1.5cm (¥-%in) at most. They are
otherwise apt to show at the neck edge of the
dress.

The top of the front when finished should be
1.25cm (¥4in) above nipple level, but still on the soft
part of the breast to avoid a ridge. If the artiste has
protruding shoulder blades, it is advisable to keep
the back quite high and keep the top of the corset
soft.

Never take bones as far as the trace line but stop
approximately Smm (3/16in) from both top and
bottom to allow room for binding.

When machining the bones onto the drill, do not
go backwards and forwards, go straight off onto the
seam allowance. This makes unpicking and
alteration easier. Always try to work in one
direction when machining both layers together —
top to bottom.

THE SPANISH FARTHINGALE

The Spanish farthingale supports the cone-shaped
skirt which is familiar in portraits of the Tudor
period. This farthingale was popular in Spain from
the end of the 15th century to well into the 17th and
was popular in England in the early 16th century
although the cone-shaped skirt was in decline by
the 1570s. A medium (phoenix) pad and quilted
petticoat with a frill should be used between the
eras of the Spanish and French farthingales. The
pads grew in size until by the end of the 16th
century a wheel or French farthingale was worn.
The alternative is to wear an arrangement of
pads.

Having a cage-type foundation for any period
helps the artiste feel less cluttered around the feet;
enabling her to negotiate stairs or ramps more
easily than with copiously frilled petticoats.

The same method of construction and type of
fabric is used for most skirt supports — only the
crinoline is the exception.

Materials

Crinoline steel 9mm (34in) wide

Heavy weight calico or mattress ticking

Good quality twill tape 1.5cm (3%in) wide

(NB Twill tape available today is usually too wide
for the width of the steel.)

2.5cm (1in) skirt petersham

2.5cm (1in) buckle

1.25cm (Y2in) India tape

Measurements

Waist

W-G

The pattern fits a waist of approximately 60-65cm
(24-26in) and is suitable for a 102-112cm (40-44in)
W-G. It must be 15cm (6in) off the ground but not
more than 25cm (10in). It is important to note that
the shorter the person the shorter and narrower the
skirt becomes, and likewise the taller the person the
wider it must be. Do not get it out of proportion or it
will begin to look like a crinoline.

Making up

1. Cut the pattern pieces in calico with 2cm
(%in) turnings.

2. Trace the pattern pieces (see appendix 1),
and also the lines where the tape is to be
stitched. An easy way to do this is to cut fish-
shaped holes in the pattern and then mark
through with a pencil.

3. Stitch all seams together leaving 20cm (8in)
o