
An Italian Dress Based off of 16th Century Portraits 
By Lady Ástríðr Ylgr of the Outlands (Also Known as Rainey Clark) 
 
 
 
Typically the projects that catch the interest of my eye are 11th century norse tunics. January of 
2020 I started to gaze at the “Portrait of a young girl” Done by Angelo Bronzino in 1541-45. It 
features a soft featured young woman in a sotonna, Partlet, with minimal jewelry and a hair 
band.  One could almost dream up a fantastical romance based on this one portrait. It was then 
I decided I would like to make an entire 16th century Italian outfit based off of what I could find in 
portraits and research. This 11 month project would include over 44 yards of fabric, 2 pounds of 
pearls, 30 yards of trim, and more jewelry wire than anticipated. The entirety of the project was a 
“skin out”. Creating not only the outer dress layers, but all of the undergarments to help create 
the correct form and look the costume demanded. This project consisted of several layers of 
clothing. The first layer would be the undergarments including a pair of brache (italian for 
bloomers or drawers), a camica (shift or chemise), calze (stockings), garters (or cinte per 
gambe), and busto di sotto (stays or corset). The second layer consists of a sottana (gown, or 
under gown in this case). The third layer is the zimarra (overgown) that was heavily influenced 
by portraits. Accessories that I decided to create for this project include scarpini (shoes); 
zibellino (flea fur); jewelry including a necklace, earrings, and girdle belt; fan, and a 
handkerchief. With the exception of the handkerchief, all of these items were my first attempts at 
any items of this kind.  
 
Inspiration 
 
Multiple portraits of different ladies were used to design the dress. Since I wanted an outfit that 

was unique in its existence, but historically 
accurate in it’s pieces (as much as portraits can 
be considered accurate), I needed to find portraits 
with the type of features I wanted to have in my 
dress.  
 
To start, “Portrait of a young girl”- Angelo Bronzino 
1541-45 (left) 
 
One of the largest features of this portrait that was 
particularly striking was the black velvet trim that 
decorates the bodice and sleeves of the sotonna. 
This was something that could be replicated with 
modern means. One way I was considering 
replicating this effect was to add a velvet trim and 
then add cording on the top and bottom of the 

velvet. Because of time constraints of the project, this was not an option I 
considered for long. Instead, I decided to use a double woven herringbone stitch on both the top 



and the bottom of the trim that would help replicate the effect, tie in the sotonna to the rest of the 
accessories, and secure the trim to the gown. I also replicated the double trim at the top of the 
bodice and going down the sides.  
 

 
1555-65 Italy, Florence; Unknown Artist, Portrait of a Woman 
 
From this portrait the high collar and pattern lines of the 
fabric/trim just elongate the neck of the wearer. It appears 
graceful and the delicate partlet is nearly see through. With 
the deep V of the front of the overdress we can also see the 
top lace of the Camicia and the sottana’s gold embroidery.  
 
On my overdress I wanted to incorporate this high collar, 
deeper front opening, and the buttons that helped to connect 
the fabric parts on the sleeves (whether they were used to 
actually hold the fabric pieces together or were decorative is 
unknown) in the form of pearls.  
 
 

 
 
Portrait of Eleonora of Toledo 
(1522-1562) done by Alessandro Allori 
(right) 
 
I was gifted with 8 yards of a fantastic 
blue silk/poly blend March of 2020 that I 
immediately wanted to use for this 
project. In this portrait of Eleonora not 
only is there the high collar and deep 
opening featured in the previous portrait, 
but it also appears to be done with a 
stunning blue. Since this portrait can 
often be seen photoshopped as different 
colors, I also have the portrait of 
Christina Di Lorena by Scipione Pulzone 
(left). Both help to demonstrate the 

intensity of color that could be achieved with dyes. Understandably, there is an argument for 
artists accenting the color of the dresses with paint. Historically, Indigo and Woad were used to 
dye garments for the blue I was going for.  
 
 
 



 
 
Portrait of florentine noblewoman, three-quarter length, in a gold 
embroidered dress- Florentine School 
 
In this portrait the noblewoman has draping sleeves without a baragonni 
(bulky top portion of sleeves).  
 
 
 
Fig 182 “Young Noble bride in Florence 
and other parts of Tuscany” from the book 
“Vecellio’s Renaissance Costume Book” by 
Cesare Vecellio.  

 
This portrait was one of the original inspirations for having long, 
draping sleeves and a central opening of the Zimarra. You can note 
that this dress appears to be highly decorated with various pieces.  
 
 
Garters (cinte per gambe): 
 
Supplies:  

- 1 skein each of black, cobalt, white size 10 cotton thread 
- Inkle loom and shuttle 
- Heddles made of industrial thread 
- Snips 

 
Process:  
 
Each of my garters were made on a single warp of an inkle loom. An 
inkle loom is a small table top loom that with the use of heddles; you 
can separate the warp threads and manually weave small items. The 
threads used for this project were blue, black, and white number 10 
size cotton. Garters were typically highly decorated with embroidery 
and fringe, so I decided to do an “eye” pattern with my garters and 
braided the ends for a fringe look. The pattern was designed using an 
inkle loom plain-weave pattern generator. After I warped the loom with 
the appropriate threads to create the pattern desired, the shuttle was 
used to create the weft. I had a 10 inch section where I did not weave 
a weft in order to separate the two garters.  After enough of each 
garter had been woven, I cut the warp from the loom and braided the 
ends. 
 



Deviations from period practices: 
 
Inkle loom is a little outside the time period for this project. Garters would have been hand 
woven if they were woven. Garters in the 16th century were commonly strips of fabric or ribbon 
that were tied just below the knee to support the hose or stockings. 
 
What I learned:  
 
Even though I have previously used an inkle loom to weave belts before, this was my first time 
making garters. So I ended the garters by braiding the strands in groups of three to help create 
a “fringe”. Some garters use a buckle to hold the garters in place, I decided to have the garters 
wrap around my knee twice and tie in a knot on the front of my knee. I did it this way so I could 
also try a “cross gartering” style. This was my first time ever wearing a stocking and garter 
system and I wanted to be able to try different ways of tying them off to find the most 
comfortable style.  
 
Where I will go from here: 
 
I decided to weave my garters instead of using fabric strips because this project was on a time 
constraint. Embroidering strips of fabric for a similar look would have taken longer and would not 
have been as consistent in its pattern repetition. Using a plain weave allowed for the repeating 
of the same pattern for a combined length of 3 yards with little deviation. Next Time I make 
garters I would like to do an embroidered fabric style of garter.  
 
Calze (Stockings): 
 
Materials used:  

- 2 yards of mock up cotton 
- 3 quarts a yard of custom dyed cotton 
- Black silk thread for hand finishing 
- Pins, sewing needle, scissors, rotary blade, and 

cutting mat 
- Sewing machine 
- Dharma fiber reactive procion dye in Sapphire 

blue 
- Dye pot and washing machine 

 
Process:  
 
The fabric for my stockings was a cotton that I dyed to be a darker blue using dharma fiber 
reactive procion dye for a stove top dye. This fabric was also used to make the bias tape for my 
busto di sotto (stays) and the lining of my shoes, there was enough of it that I originally intended 
to line my outer dress, but I ended up going with a different fabric and so was able to use it for 
many of the other pieces. The pattern was created based off of my calf measurements taken in 



December of 2020. The Pattern was adapted by the 
Medieval Tailor, who adapted their pattern from  ‘14th 
century Museum of London: Textiles and clothing’. This 
style of pattern creates a fitted leg, with fitted ankle and 
foot. I created about four mock ups of this pattern to try 
and create the best fit possible. After my final mock up and 
cutting of  fabric, I used a machine to sew the straight 
seams. Each seam was hand finished with a folding over 
of the seam allowance and whip stitched (flat felled).  
 

Deviations from period practices:  
 
I used a machine to do the construction stitches when they would have been done by hand 
during this time period. I also dyed the fabric with comercial (synthetic) dye when in period a 
natural dye would have been used.  
 
What I learned: 
 
Historically there were examples of stockings cut both a bias cut and 
straight on the grain. I found that the calf and upper thigh portion of 
the stocking was loose no matter the cut, but it really showed in the 
ankle and foot regions. The guide I was using suggested not cutting a 
seam allowance in the pattern, but no matter how I cut the fabric, the 
foot and ankle portions were too tight and were very uncomfortable. I 
actually blew out the first two mockups created because of how tight 
the fit was. Overall it was a frustrating experience that led to many 
“time outs” for the project.  
 
Where I will go from here:  
 
I will buy or create knit stockings next time instead of making fabric ones.  
 
Brache (bloomers or drawers): 
 
Materials:  

- 2 yard medium weight white linen 
- White silk thread 
- Pins, sewing needle, scissors, rotary blade, and cutting mat 
- Sewing machine 

 
Process: 
 
This piece was started by machine washing and drying the fabric on a high heat setting. The 
pattern I used was the largest size of the  pattern adapted from Margo Anderson’s Italian Lady’s 



Underpinnings Pattern. This pattern is very similar in cut to the pattern drawn out by Janet 
Arnold in Patterns of Fashion 4. I cut out each piece of the pattern and sewed the construction 
seams using the sewing machine and flat felled the seams. After the body of the drawers were 
put together, I hemmed the leg openings by hand with a whip stitch. The body of the drawers 
was then pleated onto the waistband and closed with a whipstitch, the excess on the waistband 
extended to create the tie strings for closure on the front of the body. 
 
Deviations from period practices:  
 
I used a sewing machine for the base construction stitches that would have been done by hand 
during this time period.  
 
What I learned: 
 
I created this garment without the understanding of how the pieces went together properly. I 
found out after the garment was created that the gore is supposed to run down the leg instead 
of up the crotch, like I ended up creating mine. Because of the time restraints of the project, I 
ended up not re-doing the gore. The garment is still wearable and functional, but you can tell it 
does not fit properly (when you wear the garment). This will probably be an item I fix in the 
future when there is time in between projects.  
 
Where I will go from here:  
 
Some of the nicer examples from history have extensive embroidery and lace added, or have 
button closures. A next goal would be to completely hand sew a pair with hand embroidery to 
accent.  
 
 
Busto di sotto (stays) 
 
Supplies:  

- ½” Wide Rolls of Reed cut into bents (boning) 
- Half a yard of outer silk (to take fabric pattern 

into account) 
- 1 yard of heavy weight black linen 
- Quarter yard of custom dyed cotton (for bias 

tape) 
- Sand paper, craft scissors 
- Sewing Machine 
- Pins, sewing needle, scissors, rotary blade, 

and cutting mat 
 
 
 



Process: 
 
I custom drafted a corset pattern utilizing the method of the Elizabethan Corset Pattern 
Generator with some consideration taken for the process that is outlined in the Modern Maker 
#2, in particular the adding of straps and shaping of the back. It was designed with a front 

closure in order for me to be able to dress 
myself with minimal assistance from others. The 
pattern is designed as one piece with gaps in 
the boning on the side in order for me to alter 
the piece in the future (to take into account 
modern weight fluxuations). 3 pieces of a heavy 
linen and a silk outer layer were cut for the main 
body of the stays.  
 
The bottom edge of the states were serged in 
order to keep the pieces together while I sewed 
the channels. Channels were sewn at a distance 
of ¾ th an inch, following the Modern Makers 
pattern #2 as reference. Two ½" Reeds for each 
channel, cut to the size of each channel, were 
cut using craft scissors. Corners and rough 
spots were sanded using a fine grit sandpaper. 
After reeds were inserted into each channel, a 
bias tape was made using the custom dyed 
cotton. It was pinned to the edges of the stays 
and then machine sewed on. The bias tape was 
finished with a whip stitch on the inner lining of 
the stays.  
 
Eyelets were sewn into the front in a spiral 
lacing pattern. Eyelets were reinforced with 
brass rings with an industrial thread done as a 
buttonhole stitch. I used an old shoelace as my 
lacing string and satin ribbon to lace the straps. 

 
Deviations from period practices:  
 
The channels for the reeds, bias tape, and constructions stitched were machine sewn when in 
period they would have been hand sewn. Shoelaces and modern satin ribbon were used when 
during that time period they most likely would have used cord or silk ribbon.  
 
 
 
 



What I learned:  
 
Reed is an incredibly light material. Because of the era we live in, I have created modern 
corsets using steel boning. They were very heavy and didn't flex well.  The reed is not only a 
natural material, but adds a bit of breathability. The reeds do bend with time, but can be 
steamed back into place, and they were easily cut with craft scissors. I was pleasantly surprised 
and would happily use the material again. The reed in combination with the natural fiber fabrics 
used to create the stays ended up with a garment that is light, breathable, and functional. I 
would happily use this over a modern bra or corset (plus the way it assists with the shaping is 
amazing!).  
 
Something else I learned with this project was the use of brass rings to reinforce lacing holes. 
Much easier to lace when you have lacing holes that don’t collapse.  
 
Where I will go from here:  
 
I honestly can’t think of many ways to top this set of stays.I could potentially make my own 
cording instead of using a repurposed shoelace and add some decorative stitching for where 
the bias tape connects to the main body of fabric. Overall I am thrilled with the results of this 
particular garment. 

 
Camica (shift or chemise) 
Supplies: 

- 3 yards of lightweight linen 
- Fine silk silver thread for embroidery (same 

as used on Handkerchief and Sottana) 
- 8 ft of 2” purchased lace 
- 3.5 ft of .5 inch lace (same lace as is used on 

the handkerchief)  
- White silk sewing thread 

 
 
Process: 
 
After I cut out my panels, I then hemed all four edges 
for all panels. The panels were then sewn together 
using a double woven herringbone insertion stitch 
done with the silver silk floss (the same stitch that 
was used on the handkerchief and sottana). The 
panels were sewn together in the style described by 
Bella on her “Real of Venus” website that was based 
on the Dorothy Burnham "Cut My Cote" Camicia, 
V&A Museum, London. Once the panels were sewn 
together, the neckline and cuffs were gathered using 



cartridge pleats and sewn to a double fold bias tape I used for stability.  Lace was sewn to the 
neckline and cuffs using white silk thread and then secured with a herringbone stitch done with 
the grey silk thread. There was a little bit of the lace used for the handkerchief left, so I used it 
on the opening of the cuffs. I then sewed a metal button to the inside of the cuffs (to not ruin the 
‘period’ look) and added a loop made of the silver silk thread to the other side of the cuffs.  
 
Deviations from period practices: 
 
The garment was entirely hand sewn and the only deviation from period practices was the use 
of polyester lace. In the time period the lace would have been hand made.  
 
What I learned: 
 
This is the very first chemise/Camica I have ever made and putting it on instantly makes one 
feel more feminine. Many of the stitches I have used for this project were learned on other 
projects I've done in the past, but so many of those 
skills are being used in a different way! Using the 
double woven herringbone stitch for the insertion 
stitch was incredibly satisfying and I love trying to tie 
the different themes of my items together. The 
method of having the gussets being offset from the 
neckline was a new technique for me to use, but since 
there is no neckline on the camicia, it worked 
wonderfully.  
 
Where I will go from here: 
 
If I am to make another camicia in the future, I would 
like to use lace that has been handmade. While I, 
myself have no desire to learn lace making, I would 
love to find a good resource. It is the only item of my 
entire camicia that is not period and even though the lace used for this project is beautiful, I find 
I am dissatisfied.  
 
 
 
Scarphini (shoes) 
 
Supplies: 

- Silk remnants for shoe outer (from the same silk that lined the pocket) 
- Quarter yard of custom dyed cotton (for lining) 
- Half yard of royal blue silk taffeta bias(same silk that lines collar and front panel of 

Zimarra and the panels on the fan) 
- Sewing machine 



- Modern rubber soles  
- Rotary cutter, cutting mat, snips 
- Black silk thread for hand finishing, sewing needle 
- Copy of Champagne Fair German Turnshoe pattern 

 
 

Process: 
 
The shoes are made of silk taffeta, lined with cotton, silk edge bias, and rubber (machine made) 
soles. The pattern used was adapted from the Champagne fair german turn shoe pattern. After 
the fabric was cut of both lining and outer fabrics, the silk outer was sewn to the cotton lining. 
This was then sewn to the rubber sole using the sewing machine. The heel of the shoe was 
hand done and the edges were stitched under. The silk bias was applied to the top of the shoe 
(using the sewing machine) and the shoe was turned out and the second edge of the bias was 
ship stitched to the lining.  
 
Deviations from period practices: 
 
The use of modern soles deviated from period practices. In the 16th century they would have 
used leather soles. The use of a sewing machine for the construction stitches, these would have 
been hand sewn in period.  
 
What I learned: 
 
This was the first pair of shoes I have ever created. I found the pattern easy enough to follow, 
but I didn’t even realise I could have made this process a little easier by sewing the lining to the 
outer fabric and then turning them out, eliminating the need to use the bias tape at the opening 



of the shoe. I also found out during the final photo shoot for this outfit that while comfortable, silk 
slippers are not the warmest in the middle of January in freezing temperatures.  
 
Where I will go from here: 
 
I think I would like to make a leather pair of these shoes that would be a little more wearable in 
outdoor conditions. That way I could also use period soles and hand stitch them together.  
 
Sottana (underdress) 
 
Supplies: 

- 8 yards rayon/cotton cream brocade 
- 16 yards polyester black velvet trim 
- Fine silk silver thread for embroidery (same as used 

on Handkerchief and Camicia) 
- Pearls 
- 8 yards natural colored cotton muslin for lining 
- Half yard polyester black velvet for color guard 
- Half yard of heavyweight pink wool for hem stiffening  
- Half yard heavyweight canvas for middle lining of 

bodice 
- Silver beads with shell inlay for bodice decoration 
- Silver rings for lacing holes and sleeve attachment 

points 
- White utility thread for lacing holes 
- Antiqued silver aglets 
- 2 yards creme polyester cording (for lacing of dress 

and sleeve attachments) 
- Silk thread for hand finishing 
- White and black cotton thread for machine sewing 
- Two pearl buttons for sleeve closure (at wrist) 
- Quarter yard of lightweight linen (to fill baragoni on 

sleeves) 
- Sewing machine 
- Hand sewing supplies (needles, snips, thimble) 

 
Process: 
 
After the stays were completed, the Sottana was patterned out with the assistance of a friend. 
The pattern used was altered from Margo Anderson’s Italian Ladies and custom fitted while 
wearing the camicia and stays. The fabric used to pattern is a heavier canvas and what ended 
up being the middle layer. The bodice is lined in a cream-colored cotton and the outer is a 
patterned cotton/rayon mix that is soft to the touch and beautiful. The lining and canvas layer 
were quilted together to give the garment strength and the black velvet trim was attached with 



silver silk thread in a double herringbone stitch. The silver beads with shell inlay were added to 
the front of the bodice and dress straps at evenly spaced intervals and topped with two pearls 
eact at their attachment points. The lacing holes were done with silver rings and white utility 
thread.  
 
After a test fit of the bodice, The main skirts were created. In order to cut the skirts out, I had to 
measure from the top of my hip to the floor and created three panels of both the outer and lining 
fabrics in the longest length needed. The three panels of each fabric type were sewn together 
and laid out on the floor. I then cut the contours of the bottom of the bodice into the top of the 
skirts, this way I could then sew my lining and outer of the skirt together and attach to the bodice 
without having to hem the dress afterward.  
 
Because of the light colors of my fabrics, I wanted to add a color guard to the bottom of the 
outer fabrics to prevent staining (this dress will be worn outside at events). Since I did not make 
a petticoat layer for this dress I also wanted to create a fullness to the skirt. I added a 4 inch 
wide strip of coat-weight wool, folded over, to the bottom of the skirt on the wrong side of the 
fabric with my sewing machine. I then attached a black velvet fabric, cut in 6 inch wide strips, to 
the wrong side of the skirting right on the edge of the wool coating already added to the hem. 
The velvet was then rolled over the edge of the hem and pinned to the outer of the shirting. The 
color guard was then hand attached with a whip stitch done in the same silver silk thread used 
to attach the trim to the bodice. After the color guard was attached, I then attached the outer 
fabric to the sk 
irt lining. Using white utility thread, I cartridge pleated the top of the skirting, leaving a little extra 
space on the thread so I can adjust the pleating spacing to the size of the bottom bodice panels. 
The skirting was attached using a double whip stitch done with the white utility thread (I wanted 
to make sure the skirting was not going to come off by accident).  
 
I decided to use a four part sleeve (again from Margo Anderson’s Italian Ladies pattern). I 
custom fitted each sleeve using the cotton lining fabric, and then used these pieces to cut out 
my outer fabric. After each of my panels were sewn together (lining to outer fabrics, each panel 
separate from the other) using the sewing machine, I then attached more of the black velvet trim 
to each panel. I wanted to capture the essence of the Angelo Bronzino “Portrait of a young girl” 
with the trim continuing from the bodice onto the sleeves. By this point my fingertips were pretty 
raw from hand attaching the trim to the bodice and I was not in the mood to hand attach the trim 
to the sleeves as well. I decided to machine attach the trim to the sleeves and hand finish the 
sleeve attachments. Each panel was connected to its neighbor at 4 inch intervals using silk 
thread, and topped with a pearl.  The top four inches of each sleeve were folded over and 
tacked down to create the baragoni and filled with a strip of the same linen that was used to 
create the camicia. At the opening of the sleeve a pearl button and small silk cord (made with 
the same silk thread used for trim attachment and hand finishing on the rest of the dress) was 
attached for sleeve closure. At the top of the sleeve, the same cord used for the lacing closure 
of the dress was used for sleeve attachment to the bodice and ended with an antiqued silver 
aglet.  
 



 
Deviations from period practices: 
 
Some of the material I used for this dress are not natural materials; the black polyester velvet 
used for the color guard, black polyester velvet trim, the silver beads with shell inlay, and white 
utility thread. These items would have been made of natural materials in period. Items that were 
machine sewn would have been hand sewn in the 16th century. 
 
What I learned: 
 
This was my first time creating a sottana. Even though I’ve  had experience custom fitting fitted 
garments, it is an entirely different experience to be the one fitted. The way the garment fits and 
moves, is entirely different from other garments created for myself. Again, all of the sewing 
techniques I used for this dress are ones I have used before, just in different ways. The double 
woven herringbone stitch used to attach the trim to the bodice I have also been using on other 
aspects of the dress. This is my first time using it to attach an item on top of another item with 
both a construction and decorative purpose. Having an excess of the silver silk thread has been 
extremely helpful in creating a common theme in between all of the individual dress pieces.  
 
 
 

Creating the sottana was also a “practice” run for creating the Zimarra. I had actually purchased 
extra of the fabric for the sottana for this purpose. I wanted to make sure I could troubleshoot 
any of the ‘bugs’ I ran into before I was using the limited fabric I had for the Zimarra. I was even 
able to practice my cartridge pleating on the camicia and the sottana in preparation for the final 
pleating on the Zimarra.  
 
 



 
 
Where I will go from here: 
 
This sottana turned out better than originally thought. Because this was my first attempt at a 
garment of this type, there was a large amount of uncertainty when first planning the garment 
construction. The next time I make a sottana I would like to choose some different types of 
fabrics and styles to create different looks. I think a style without the form fitting sleeves would 
be preferred (I am claustrophobic and did not do well when wearing the dress in its entirety).  
 
Zibellino (flea fur) 
 
Supplies: 

- Sable Fur 
- Conch (one of extras not used 

for the girdle belt) 
- 3” eye pins 
- Glass pearls 
- Metal beads  
- Length of jewelry chain 
- Jewelry tools (wire cutters, 

needle nose pliers, round tip 
pliers) 

 
 
 
Process: 
 
For my zibellino I purchased a sable fur from Lyon furs and the face was so cute I didn't want to 

cover it. Instead I decided to do a decorative 
halter and leash. First I decided to use one of 
the links I'm using for my girdle to decorate the 
top of the head, used various beads and wires 
to create the halter and then encase the 
weasel's head. After attaching a chain lead to 
the halter (for use of attaching to the girdle or 
holding the zibellino) I then added jeweled cuffs 
to the bottom of his legs. 
 
Deviations from period practices: 
 
Most of the zibellini seen in portraits had heads 
that were cast in metal or carved from wood. I 



enjoyed the face of my sable so much I didn’t want to cover it.  
 
What I learned:  
 
I learned that a little bit goes a long way. It only took about two hours to complete my zibellino 
and it looks fantastic. Plain furs are occasionally seen, but the little bit of bedazzling just upped 
the overall look and helped to elevate the entire outfit.  
 
 
Where I will go from here: 
 
I would very much like to try one of the carved head versions of the zibellino.  
 
Jewelry including a necklace, earrings, and girdle belt 
 
Supplies:  

- Pearls 
- Blue beads 
- White silk thread 
- 2 Clasp closures 
- Earring fixings 
- 2 drop pearls 
- Glass pearls (for belt) 
- Bead spacers 
- One large central ouch 
- Ouches 
- 3 inch eye pins 
- Jewelry pliers, wire cutters, and round nose jewelry pliers 
- Two decorative eye pins (for the earrings) 

 
Process: 
 
The earrings were created by adding a drop pearl with a blue bead on top to a decorative eye 
pin. The eye pin was then attached to an earring loop and finished. The necklace was created 
by alternating pearls and blue beads on doubled over silk thread that was attached to a loop 
and bar necklace closure. The girdle was created by eyepin attaching pearls and bead spacers 
to the ouches. The end of the belt was then attached to a larger, central ouch, and the other end 
was attached to two clasp closures. 



 
 
Deviations from period practices: 
 
The use of modern jewelry fixtures and modern tools.  
 
What I learned: 
 
I have found with the completion of this project that making jewelry is not my favorite activity (in 
particular the girdle belt). The necklace and earrings were quick activities that took less than two 
hours to complete. The girdle belt project was spaced out over several months because of how 
frustrating it was for me. The biggest lesson learned from this project? Use tools appropriate for 
your hand size. I started with tools that were too small for my hands and after only a couple links 
on the girdle my hand would cramp up so badly I would want to throw the belt away. After 
exchanging tools with a friend (for bigger ones meant for real people and not elves) I was able 
to finish the belt with little to no frustration. Use the right tools! 
 
Where I will go from here: 
 
I see myself exploring with earrings and necklaces in the future to try out different techniques, 
but i really don’t want to touch a girdle for a while. 
 
 
 
 
 
 
 
 
 



Fan 
 
Supplies: 

- Black and Royal blue ostrich feathers 
- Nude woman bottle opener (as my handle) 
- 2 old credit cards 
- Royal blue silk taffeta bias scraps (same silk that lines collar and front panel of Zimarra 

and bias on shoes) 
- Black silk thread for hand finishing 
- Clamps 
- E6000 
- Length of grey satin ribbon 
- Craft scissors, snips, needle 

 
Process: 
 
First step was to cut my sandwich pieces out of old credit cards, glue my 
blue silk onto it, (let that dry) glue onto my handle material, and start with 
some feathers. After I glued the second sandwich piece on, I clamped it 
and let it dry. After everything had been given 24 hours to cement, I sewed 
my edges together to draw the sandwich edges together. The final step 
was to add a length of grey satin ribbon to the bottom of the handle for 
attachment to a belt or other materials.  
 
Deviations from period practices: 
 
The use of modern materials. 
 
What I learned: 
 
I absolutely loved creating this fan. This is the first fan I have ever made 
and I didn’t realise how simple it was using modern practices. If I had, I 
probably would have done a project like this sooner. Plus, the fan is so fun 
to play with carry around on your person. Even though I have not been 
able to take the fan to an event at this time, I am certainly going to enjoy 
having it with me in the future.  
 
Where I will go from here: 
 
Even though wood bases were used in period, I think I would like to make one with a cast iron 
base. I have a friend with one made out of cast Iron and I enjoy the weight in the hand. I would 
also like to make one with more feathers and experiment with the dispersion to see what could 
create more airflow.  
 



Handkerchief 
 
Supplies: 

- 4.5 feet of store bought lace 
- Medium weight linen, cut in a 20” by 20” square 
- Fine silk silver thread for embroidery (same as used on Sottana and Camicia) 
- White silk thread 

 
Process: 
 
With linen for the handkerchief cut out, I then 
hemmed all four edges with a whip stitch done in 
the white silk thread. I then attached the lace to 
the edge of the hem with a running stitch done in 
the white silk thread. A decorative herringbone 
stitch was then done over the bottom edge of the 
lace to not only aid in lace attachment, but alo tie 
in the handkerchief with the rest of the outfit.  
 
Deviations from period practices: 
 
The use of polyester lace, in period it would have 
been handmade.  
 
What I learned: 
 
This was not my first time creating a 
handkerchief, but this was my first time adding 

lace and decorative stitches to a handkerchief. The extra effort took a simple item and elevated 
it.  
 
Where I will go from here: 
 
On the next handkerchief I would like to add some personalization such as my heraldry or other 
embroidery. This project was beautiful in it’s simplicity but is almost indistinguishable from 
others.  
 
Zimarra (overgown) 
 
Supplies: 

- 8 yards of blue silk for outer 
- 8 yards heavyweight black linen for lining 
- 14 yards of decorative/metal trim 
- 13 strand of pearls (to bead trim) 



- Half yard of polyester black velvet 
- Half yard of black, coat weight wool 
- Half yard of royal blue silk taffeta (for collar and front panel bodice lining) 
- Half yard of cotton muslm  
- Half Yard of Twill tape (for reinforcement of bottom bodice edge) 
- Black and white cotton thread (for machine sewing) 
- Black and white silk thread (for hand finishing and pearl attachment) 
- Blue polyester thread (that matched the blue outer silk) 
- Hook and eye for bodice closure 

 
Process: 
 
Many of the processes used to create the zimarra were done 
the same as was done on the sottana. The only differences in 
process is that the zimarra was drafted to have a central 
opening, use of wool in the skirt pleating to add volume, 
sewing the sleeves into the bodice (as opposed to tied cord 
attachments on the sottana), and the use of a high collar.  
 
The collar was created out of an inner quilted construction for 
it to maintain its shape. 3 layers of cotton muslin were quilted 
in a crisscrossed chessboard pattern then covered in the silk 
inner and outer layers. The bodice was done in a three part 
construction to allow the two front inner panels to be done in 
the same royal blue silk taffeta as the collar lining. The rest of 
the lining of the zimarra was done in heavyweight black linen. 
The bodice outer, lining, and collar were then sewn together, 
leaving the arm scythe unfinished. The sleeves were created 
in their entirety (including trim attachment) and then sewn to 
the lining of the bodice. The silk outer of the arm scythe was 
then attached using a slip stitch.  
 
The skirting was created in the same manner as the sottana skirting, with the exception of the 
addition of a 3 inch wide strip of black coat weight wool at the top of the skirting (to help stiffen 
and add volume to the pleats) and the central split. The cartridge pleats were approximately half 
an inch wide on the two front two panes of the zimarra bodice, and one inch wide on the back 
section of the bodice. 
 
The zimarra outer and lining layers were then tacked down every inch up the front opening of 
the skirting and continuing up the bodice and collar, then topped with a pearl to camouflage the 
topstitch. Hook and eye closures were then added to the front lining of the bodice for bodice 
closure.  
 
Deviations from period practices: 



 
The use of a sewing machine for construction stitches would have been hand done in period. 
The use of a machine made metallic trim and polyester black velvet, these items would have 
insead have been used out of natural and handmade materials.  

 
What I learned: 
 
All of the god damn pearls. I knew pretty early on that I wanted to pearl the trim I used for this 
dress. Even though the trim was machine made with metallic underlying thread, it was pretty 
and went with the Il Burato pattern I used for the pocket. I pearled the entirety of the trim (and 
an extra yard) the trim during the first 8 months of the project. A big task like this was easily 
divided up by doing a little bit, every day, no matter how good or bad your day was. Planning 
was key! I never would have been able to pearl the trim in time if I had saved it for last.  
 
 I had moments of utter frustration (and tears) when I had to seam rip the skirting off of the 
bodice and reattach it. I ended up having to seam rip the shirting off three separate times to try 
and get it to lay correctly.  
 
Where I will go from here: 
 
The only way I could even think about topping this zimarra is creating one with hand made trim, 
all natural materials (keeping in mind the polyester black velvet used for the color guard), and 



completely hand sewing the garment. An effort of that magnitude would take years for me to 
complete.  
 
 
 
 
Things I learned by doing this project in its entirety:  
 
 
My background includes many years of sewing (mostly self taught with a few years in a costume 
shop to help that knowledge along) and several years of costuming for stage productions. That 
experience did not prepare me enough for this journey. Most of the techniques used to pull this 
costume together have been used on other projects i’ve worked on in the past, just in different 
manners. Most of my knowledge was lacking in the construction of each garment and what each 
garment was historically used for/made of. I was extremely lucky to have the help and guidance 
of my friend, THL Cecilia Caterina da Firenze (Mandy Goltz). With her help I was able to take 
my inspiration from several portraits and make my vision take flight. Without her, this project 
would have had to take much longer and would not have been as enjoyable.  
 
I was just starting the process of a divorce when I decided to take on this project and moved 4 
times during the project’s entirety. The amount of focus and time required to complete this 
project gave me very little left over to focus on personal matters and allowed me time to process 
what was going on in life in general (hello 2020). I have to say that my admiration for those that 
create whole closets and wardrobes of late period costumes has only increased with this 
project. Not only did this project take a momentous level of time, focus, and skill, but the 
resources required is almost astounding. Over 44 yards of fabric was used for this project and 
that does not include the mock up or drafting fabric. It also does not include the fabric used to 
create custom bias tape or scraps used for the accessories. Don’t even get me into the prices of 
real pearls. If I had been in less fortunate circumstances or not had the emotional help of 
several friends, I would not have been able to complete this project to the standard preferred.  
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