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Foreword 

 

Hello every body, 

 

Number of a little bit special Res Populi, because it is a question of sharing with you our 

enjoyment about two things: first of all, we are stopping selling the edition of the number 3 

of our magazine Viva Historia, and it for the first time. One thank you in all and in all for 

your enthusiasm. We will make a second edition to our new readers. 

The second, it is the holding from 12 till 14 February of the first edition of the new festival 

" Live the History", organized door of Champerret, in Paris. 

Introduced by the publishing house " Histoire et Collection ", the publisher of our predeces-

sor, this event promises numerous beautiful meetings, and will become I am sure, a meeting 

standing out in the calendar of the world of Reenactment. 

For our part, our team is in full finishing of the next number of Viva Historia, the 4th, and 

we shall not miss to announce you the summary sound in the days to come. 

I wish you while waiting for a pleasant reading, and still thank you for your support.  

You will find at the end of this issue an advertisment of our first issue in english, avaiable 

on 1st April! 

Guillaume Levillain 

Editor in chief 
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Introduction 

 

 The visitor who travels the historic fes-

tivals during year, and who takes the 

slightest bit the time to look at costumes, he 

says to himself that our ancestors were all 

dressed as before? The same suppliers, the 

same forms, the same colors.  

Yes and no. As today, a certain uniformity 

already reigned in silhouettes: a common 

general browsed Europe, from north to 

south, at this end of the Middle Ages. 

Dresses, doublets, hose could be alike by 

far. But what was he(it) closely?  

To quote only an example, the excavations 

of Herfjolnes offer a not insignificant pa-

nel of feminine and male artefacts pre-

senting numerous similarities as a whole, 

but very different in their cutting. 

And it is good one of the essential points 

to be retained here: the Middle Ages, with 

its diversity of textile productions, its mul-

tiple corporate associations peculiar to 

every city, and its numerous cultural cur-

rents, could not present a unique and mo-

tionless visual block. 

Above and above on the right: the man 

of Bocksten, museum of Vaberg, Den-

mark, middle of the XIVth century. 

 

To the right: Bible of Maciejovsky, 

France, middle of the XIIIth century. 

Psalter of Lutrell, England, on 1330  
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Let us be thus interested here in the specific 

work that is the cutting of clothes. Contrary 

to the romantic image, inherited from the 

XIXth century, the craftsman, at that time, 

never produces only. The organization of 

the corporations includes them in vast pro-

fessional networks cities by cities, and su-

pervises them, putting them sometimes in 

competition, sometimes in collaboration. 

The formation of the future craftsmen esta-

blishes a qualitative hierarchy, and by there 

even workers' reservoir. 

It is here that master intervenes , real busi-

ness manager, assisted by his companions 

and by his apprentices. Tailor takes the 

measures, and cuts the parts of sheet and 

cloth himself. 

It is there that he calls on to his science and 

to his know-how, but it is also the most im-

portant stage of the work. 

The assembly is then entrusted to his ap-

prentices and to « small hands »; it is here 

that is the first error which makes ree-

nactors today, when they concentrate only 

on this stage and not on the understanding 

of the forms and the techniques of cutting. 

But thus let us leave the classic method, 

used excessively, to discover an alternative 

full of challenges for the fashion dressma-

kers! 

Inside of a workshop of tailor. By 1495, 

Fresco of the castle of Issogne, Aosta Valley 
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The classic assembly 

 

Until XIIIth century, few things differen-

tiate the feminine and male wardrobes, if it 

is not the length of the overall. The latter 

are wide, with as main object to hide the 

body. Everything changes the turning point 

of the 1300s, with the appearance of the 

doublet at the men. This garment, civil ver-

sion of the gambison worn by the fighters 

under their equipment, is cut close to the 

body, and so emphasizes the bust. Its femi-

nine counterpart follows it closely in the 

chronology. 

At first hidden under the overall, it goes 

more and more often only from the middle 

of the XIVth century. 

  

Of little which shows to us the iconography 

of the time, its assembly seems rather 

simple, based on a boss for four Districts, 

gathered behind and on sides by a sewing, 

and closed by a buttoning on the front. 

At this end of XVth century, thus the assem-

bly which stays in priori the most wide-

spread is the one in four parts. It is mainly 

the one used by the fashion designers and 

Wardrobe masters to recreate the clothes 

which we see during the festivals and 

Gathering history which punctuate the sea-

son. 

At left: doublet 1350-1360 

At right: corset, 1350-1360 

Tailors: B.A. 1415 
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Most of the iconographic documentation at 

our disposal, whether it is  illuminated ma-

nuscripts, paintings where well the sculptor, 

as well as the papers, confirm it to us, as 

much as their precision can. 

If the forms change and evolve, what is natu-

ral in the fashion, the construction of clothes 

thus remains the same, whether it is at the 

man's or at the women. 

Things change very slowly, in particular pro-

cess techniques. So, the rules of the pour-

pointiers of the city of Paris are always used 

on the XVIIth century, as drafted two centu-

ries previously. The forms of clothing only 

changes. 
Below: line of sewing with four 

parts,  such as usual at the end of 

the Middle Ages (male silhouette on 

1470-1480) 
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The alternative assembly 

By studying closer the iconography of the years 1470-1480, we notice a well known speci-

ficity of the amateurs of later periods. The trunks of doublets, as those corsets or dresses, 

always consist of four parts, but the sewings of assemblies "slide" at the back of their 

usual lines. When the individual is of face, they are hidden from now on in the back, and 

allow to assure a visual integrity the silhouette. 

The analysis of this technique and its isolation in the documentation was made possible 

only thanks to the analysis of later clothes, on which it is recognizable.  

This work is a perfect example of the fact that has to be the study of the former garment 

and its understanding: every period represents only a small part of a large set, and not the 

end is there. 

Master of the Lyversberg Passion. This pain-

ting  is preserved in Wallraf-Richartz-Museum 

of Cologne. 1464-1466 

The Circumcision, by Master of saint  Séverin. 

This panel, kept today in Louvre, was realized 

in the 1490s for Notre-Dame of Bruges (detail). 
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 Every fashion must be put enlightened 

by the front and later. 

Since the revolution of the garment arched 

at the beginning of the XIVth century, the 

male silhouette did not stop being redrawn. 

The filling of the trunk, the disappearance 

of shoulders, or the appearance of ma-

heutres have redrawn until now bodies.  

Where the XIIIth century hid men and wo-

men under their clothes, the latter empha-

size them more and more during the XIVth 

and XVth centuries. We notice during this 

period a symmetry between the misfortunes 

of time (wars, diseases, famines, economic 

crises) and the liberation of bodies.  

Below: detail of the assembly of the     

doublet and the bust of the dress 

highlighted. 
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Evolution of the male silhouette 

between 1340 and 1480. 
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Above: pattern of the doublet. 1320 

Below: pattern of the doublet, on 1475 
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This purge of lines and the disappearance 

of the sewings of assembly also concern 

the assembly of the collars of doublets as 

those of the male dresses. 

Where usually we cut them in two or four 

parts, a new method integrates directly this 

part into the pattern of the trunk: the mee-

ting of the four parts also allows to build 

the collar. 

This peculiarity is visible on two clothes 

which reached until us: the dress of 

Charles the Bold, which is a part of the 

Burgundian treasure plundered by the 

Swiss troops during the conflict which set 

them to the Big Duke of West, and the 

doublet of noble Italian died in 1481. 

Men 
 

 

Gradually, Man passes in the foreground, 

and becomes the center of the concerns, 

pushing aside in the passage the religious 

principles which prevailed up to here. So, 

the evolution of the garment and the sil-

houette joins in the premises of the cultural 

and religious metamorphoses that are the 

Renaissance and the reformation. It is the 

first visible sign in the documentation which 

reached us, and allows us to arrest better 

these changes. 

This new type of assembly  is an integral 

part of this evolution, and is not an isolated 

case: the shortening of the doublet, as well 

as the extension of hose train more than the 

only one everything, a second skin freeing 

and emphasizing each party of the body. 

Pattern of the doublet represented 

on the painting of the Passion. 
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Assembly of the doublet 
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Women 

 

The feminine example which we selected 

presents too a similar construction. The quar-

ter before swerves to the back of the back, 

and thus allows to reject the sewing on the 

back, and thus to hide it.  

The fact that this garment is directly worn 

straight from the shirt, and whether it is en-

dowed with removable sleeves, us made say 

that it is about a corset. What puts us face of 

the problem of the use of the religious icono-

graphy, and its interpretation.  

The constant of the artists of time is to be ins-

pired by what exists in the reality to create an 

antique so called fashion. Leaving of this 

principle, it is possible for us by  

comparing the realistic documentation with 

that fantasized to recut our information and 

to pull it of numerous lessons. 

Also, this assembly can be for our sense ap-

plied as well to the dresses as to the corsets. 

It constitutes the missing link towards what 

will be the method used mainly from the 

XVIth century. 

Below, to the right: detail 

of the pattern and assem-

bly of the dress. 
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Doublet of  Diego Cavaniglia, 

and his pattern. 
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Conclusion 
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The biggest risk in reenactment, as in everyday life, it is to manage "to believe that we know 

how to", and stop trying to understand.  

If numerous points still escape us (Temporal distance, fragility of Materials, different consu-

mer habits of the garment), indications scattered here and there allow us to be made a more 

precise opinion of the fashion and its jobs at the end of the Middle Ages. 

The study of the garment becomes here the opportunity to approach other themes of the 

everyday life, sociological or religious, and to call back us of a thing in particular: our an-

cestors, as us, liked emphasizing. 

Contrary to what is said here and there, the religious iconography can be used on the study 

of the former garment. But she must be necessarily accompanied with a serious criticism, 

rested by the study besides of the documentation. This to being able to extract details the 

closest to the historic reality, and put aside the vision Antiquisante artists, at the risk of ma-

king numerous errors. 

 

We shall know how to call back never enough that any historical pageant of object Former, 

if we want whether she is of quality, involve a long and continuous work of Search, of re-

flection, but especially exchange with the others, that they are amateur or professional histo-

rians. 
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Contact régie publicité: 

vivahistorialarevue@gmail.com 
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Viva Historia 
 

Viva Historia aims to be a dynamic review 

covering all the aspects of the Alive Histo-

ry all around the world. All the periods 

and the themes will be approached: tech-

niques, livened up places, costumes, cultu-

ral releases and companies … 

All the news about reenactment, Living 

History and the historic animation through 

the world have their place in the review. 

Craftsmen and storekeepers are also invi-

ted to take advantage of these pages to 

make discover in public their work and 

their novelties. 

Viva Historia is a quarterly review, propo-

sed in paper version of 100 pages (in limi-

ted edition) and in digital version avai-

lable on the download of 80 pages. The 

digital version is also available in English 

and broadcasted internationally. 

Command your magazine on our web site! 

vivahistoria-larevue.fr  
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