
This class is a mix between a research lecture and a dress diary, in which I first 
provide some source analysis on a feminine style of clothing and headdress seen in 
figural art around 1480, followed by my use of this information in the making of my 
own version of the outfit in the fall of 2009. 
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Elizabeth was the mother of the Princes in the Tower, who  mysterious disappeared 
ǳƴŘŜǊ ǘƘŜƛǊ ǳƴŎƭŜ wƛŎƘŀǊŘΩǎ ŎŀǊŜΦ 9ƭƛȊŀōŜǘƘ ǿŜƴǘ ƻƴ ǘƻ ōŜŎƻƳŜ ŀ ƎǊŜŀǘ ǇƻƭƛǘƛŎŀƭ ŜƴŜƳȅ 
ǘƻ wƛŎƘŀǊŘ LLLΣ ǿƘƻ ōŜƴŜŦƛǘŜŘ ŦǊƻƳ ǘƘŜ ŘŜŀǘƘ ƻǊ ŘƛǎŀǇǇŜŀǊŀƴŎŜ ƻŦ ǘƘǊŜŜ ƻŦ 9ƭƛȊŀōŜǘƘΩǎ 
sons.  
 
This portrait by an unknown artist of the English school is a beautiful rendering of a 
specifically English fashion that appeared by the late 1470s and lasted into the late 
1480s and possibly into the 1490s. The V-necked collars of the previous few decades 
evolved into a shallower boat-necked collar. The truncated cones worn at a jaunty 
ŀƴƎƭŜ ƻƴ ǿƻƳŜƴΩǎ ƘŜŀŘǎ ōŜŎŀƳŜ ŀ Ŧǳƭƭ ŎȅƭƛƴŘŜǊ ǿƘƛŎƘ ƧǳǘǘŜŘ ŘƛǊŜŎǘƭȅ ƻŦŦ ǘƘŜ ōŀŎƪ ƻŦ 
the head, defying gravity and confounding clothing historians attempting to explain 
their method of attachment to the head. 
 
The redrawing on the right was made between 1839-42 by William Derby in pencil 
and pen and ink. It is intriguing because it shows more of her veiling on the right. I am 
ǳƴŀǿŀǊŜ ƛŦ ǘƘŜ ƛƳŀƎŜ ƻŦ ǘƘŜ ƻǊƛƎƛƴŀƭ ǇƻǊǘǊŀƛǘ ǎŜŜƴ ƻƴ ǘƘŜ ƭŜŦǘ ƛǎ ŎǊƻǇǇŜŘΦ LΩƳ ƎǳŜǎǎƛƴƎ 
it is, never having seen the original. 
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The image of Margaret comes from a manuscript dated to 1468, though I suspect 
that might be early by at least a few years. Margaret and Charles (the man pictured 
next to her) did not marry until that same year, and it seems unlikely that she would 
appear in a manuscript that quickly. Even so, if the date is accurate or only off by a 
few years, it shows Margaret in the forward guard of this headdress style, since it 
ŘƛŘƴΩǘ ŀŎƘƛŜǾŜ ǿƛŘŜǎǇǊŜŀŘ ǇƻǇǳƭŀǊƛǘȅ ǳƴǘƛƭ ŀǘ ƭŜŀǎǘ ǘƘŜ ƳƛŘ мптлǎ ŀƴŘ ƛƴǘƻ ǘƘŜ мпулǎΦ 
 
The image of Mary of Burgundy provides a solid example of what women on the 
Continent were wearing in comparison. Their headdresses were still truncated cones 
which sat at an angle on their heads. The veil came past the end of the cone and 
draped over the forehead. 
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A thin, white linen or silk chemise (smock; shift) was the underwear of choice for 
women throughout the 15th century.  
 
Over that, in the case of this outfit, Elizabeth probably wore a simple dress ς perhaps 
called a kirtle at this time. This dress would have had short sleeves or long, fitted 
sleeves. It would have either laced up the front or up one side, which would provide a 
ǎƳƻƻǘƘΣ ǎŜŀƳƭŜǎǎ ŦǊƻƴǘΦ  9ƭƛȊŀōŜǘƘΩǎ ǇƻǊǘǊŀƛǘ ǎƘƻǿǎ ǇŜŀǊƭǎ ŀŎǊƻǎǎ ǘƘŜ ǘƻǇ ƻŦ ǘƘƛǎ ƭŀȅŜǊΣ 
sewn close enough together to imply the impossibility of a front closure. This may 
well be a stomacher worn over a front-laced dress. There are references from the 
1480s to partlets or stomachers, which appear to describe a piece of fabric that 
covers from the bust down to the stomach.  
 
On top of the kirtle, another, fancier dress called a gown was worn, which likely had a 
front opening, given the small space seen at the center-front where the collar comes 
together. The closure detail is not clearly depicted in the art LΩǾŜ ŀƴŀƭȅȊŜŘ, so I am left 
to speculate. 
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In this first drawing, we see a lady holding the folds of her fancy dress so that a 
simpler dress beneath can be seen. This is a part of one of many excellent drawings 
to be found in the Pageant of the Birth, Life, and Death of Richard Beauchamp, Earl of 
Warwick, created between 1485-1490, and commonly referred to as the Warwick 
Pageant. (British Library Cottonian MS Julius E IV) . A fine lady would not stand 
around in public with her chemise on view, so we can safely assume this is another 
dress layer. The second picture makes this even clearer, as we can see the red of her 
kirtle. The red portion peaking from the top of the gown may be the same dress, but 
one may leave room for the possibility of a color-matched stomacher.  
 
¢ƘŜ ǘƘƛǊŘ ƛƳŀƎŜ ƛǎ ǇŀǊǘ ƻŦ ŀƴ ƛƭƭǳƳƛƴŀǘƛƻƴ ŦǊƻƳ YƛƴƎ wŜƴŜΩǎ Livre du cueur d'amour 
esprit  (Book of the Love-struck Heart), illustrated by his faithful illuminator, 
Barthélemy d'Eyck, probably between 1460 and 1470. The ladies are wearing veiled 
bonnets while dressed down to a simple, short-sleeved kirtle that laces up the front. 
The lady facing towards us appears to have a strip of fabric across the top of her 
dressτthe elusive stomacher. The image on the right clearly shows a red front-laced 
dress beneath her open gown, with a stomacher over top. Like the lady in the boat, 
her laces gape wide, showing her chemise beneath. Like Elizabeth, the top of her 
stomacher is decorated with what appears to be pearls. 
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Since one can clearly trace the evolution from the V-necked gown to this more 
shallow boat-necked version of the gown, it is reasonable to say that this gown also 
was front-opening, as the V-neck gown was. Since the shape of the collar no longer 
extended down the body as far as it had in previous decades, it begs the question: 
what mechanism was used to close the gown to the collar? 
 
Hooks and eyes were used throughout the 15thc on clothing, and could be sewn on 
the inside of the opening, allowing for a less-noticeable joining of two open edges. 
There are many archaeological finds of hooks and eyes dated to this time period in 
Europe. The portrait by Jean Fouquet of a court jester named Gonella from 1445 
shows hooks and eyes on the inside of his collar.  
 
Hidden lacing could also have been an option.  The famous painting of Agnes Sorel as 
the Virgin Mary, also by Jean Fouquet, shows a highly-stylized front-laced dress where 
the closure looks invisible when the lacing is drawn tight.  
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I believe this style of headwear evolved from the truncated cone style seen in the 
decades leading up to the later 1470s and early 1480s. The cone cap had been 
steadily moving further away from the crown, tilting at ever more precarious angles 
away from the forehead, as can be seen in multiple illuminations and paintings.  
 
In England, the cone became cylindrical and began to jut straight out from the back of 
the head, which required some sort of fastening method that is not visible to the eye. 
The images on the left above make it clear that this hat sat towards the back of the 
ƘŜŀŘΦ ¢ƘŜǊŜ ƛǎ ŀ ǾƛǎƛōƭŜ ǇǊƻƴƎ ǎǘǊǳŎǘǳǊŜ ǎŜŜƴ ƛƴ ǘƘŜ ōǊŀǎǎ ǊǳōōƛƴƎ ōŜƭƻǿ 9ƭƛȊŀōŜǘƘΩǎ 
portrait. This alone cannot provide sufficient balance of weight to keep the piece in 
place over a bun of hair on the inside. Even with a very large amount of hair available 
to make a sizeable bun, there would still need to be some way to secure the structure 
to it, or risk every small movement sending it flying off the head. In addition, there 
are wires that extend straight back from the head, which hold the gossamer silk 
veil(s) out past the end of the cylinder. This further displaces the center of mass from 
the head.  
 
Other researchers have pointed out evidence of a tight band that encircles the 
ǿƻƳŀƴΩǎ ƘŜŀŘΣ ǿƛǘƘ a loop or pointed tab angled towards the forehead. This appears 
in a number of artistic examples, as shown above. It is possible the bonnet was 
pinned to such a band. I propose that long pins may have been used to pierce the cap 
and attach it to the hair bun underneath. 
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