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Introduction
The garment known today as the doublet first makes an appearance at the end of the thirteenth century.  Prior to this the human form was clothed, for the most part, in unfitted T shaped garments. When the Crusades to the Holy lands began in the late 10th century, it was more important to have form fitting garments. The loose T tunic shape saw the body and sleeves tighten, slowly becoming a more form fitting garment. These fitted garments allowed for ease in movement when working and proved less cumbersome when fighting. As more and more people traveled throughout Europe and the Holy Lands these new clothing styles developed into fashionable garments.  This, along with a greater appreciation for the human figure and the concept of ideal beauty
 formed the beginning of the Renaissance era.
With the development of even more form fitting and shorter clothing in the early fourteenth century, the doublet, now known as a pourpoint, was used primarily as an undergarment to support the leg coverings which had developed into fully seated hosen.  Previously leg coverings were not worn in warmer climates however in the northern climates leg coverings were essential for physical comfort. As technology for doublet construction evolved it seemed logical to the tailors of the day to use the pourpoint to support the hosen. Previously leg coverings were often tied to a belt worn underneath the body garments to keep them up on the leg. The pourpoint also featured a set in sleeve, a waist seam and hip length skirt, tailoring that had been previously unheard of. In the upper classes it was worn underneath great loose garments, decorated with fur, dagged hems and sleeve ends.  As the Renaissance progressed, fashionable slashing reflected the tattered garments worn by soldiers coming home from last Crusades, and by the Tudor era, gold trimming accentuated the slashing.

This fitted garment remained solely a men’s garment that still acted as a support for the lower garments. In the early part of the sixteenth century the hose divided into two separate garments.  The upper section covered the body from waist to mid thigh and known as trunk hose. They were short, and balloon shaped that ended just above the knee in what were called canions.  Canions were tight fitting to the leg and ended at the knee.  Wool hose were still worn to cover the lower leg and were held up by means of points tied to the upper hose. Over the fitted body garment, was worn a vest like garment with a knee length skirt known as a jerkin, and over all, a large coat.  This development formed the basis for modern men’s wear and the three piece suit.

Women’s garments changed as well.  While they still held on to the floor length garment, the female body was molded into the ideal form.  During the fourteenth century, the female gown became more and more fitted, with seaming and lacing to create support for the breasts.  As the centuries progressed the fashionable overgown was belted to accentuate the waist, and by the sixteenth century lead to the development of a separate bodice and skirt, seamed at the waist to reduce bulk.  In some European cultures the curvaceous body gave way to the flat stiffened body reflected in late Tudor and Elizabethan fashions. With the rise in power of many women in the late Renaissance, menswear became reflected in many women’s garments.  High collars and tailored over garments reflected the men’s fashionable high necked shirts and tailored doublets.  While undergarments that still reflected the simple T shaped, rectangular construction were produced at home, the outer layers of clothing were far more tailored and produced in small shops.

In the modern era, tailored garments remain.  They are often constructed using the same methods as the early doublet.  This paper hopes to discuss the methods used to construct an Elizabethan doublet and how modern tailoring is very much a reflection of this same process. During the Elizabethan era, men held the monopoly on tailored garments
, to an extent; this is true to this day.  The closely guarded secrets of the tailor have been passed on through apprenticeships.  Very seldom have they been written down, it is only through close examination of historical garments that we can compare the methods used to produce these garments.

The Elizabethan Doublet
There are several extant doublets of the Elizabethan era.  Many scholarly articles have been written on the topic.  It is through these references, that we can understand how the doublet was patterned and constructed.  Norah Waugh examines the cut of the doublet in The Cut of Men’s Clothes.  The patterning is reflected in the contemporary Elizabethan reference Tailor’s Pattern Book of 1589 by Juan de Alcega.  Looking at Janet Arnold's Patterns of Fashion, there are several doublets from the late Elizabethan era that show similar construction details. They are interlined in coarse linen and have wool felt, pad stitched over the shoulder and around the bottom of the armhole to support the sleeve head, much like a modern shoulder pad works. The Lord Middleton Collection Doublet has a further strip of canvas pad stitched down the front. Many have boned belly pieces, which would aid in the stiffened front fashion. They also have an eyelet thong, stitched to the lining, so that the belly section can be tied shut before attempting to button the doublet and so take the strain off the buttons. 

To construct the doublet, the pattern should be drafted and fitted properly before progressing into the tailoring process. Scaling up of extant garments is not suggested, as the modern body is sized very differently from the Elizabethan body. A modern body block should be developed and fitted, then altered using the pattern shaping of the extant piece or tailor’s reference of the period.  

The Doublet Draft

The process for drafting the doublet is as follows:

1. Trace basic block off to the waist, matching the underarm points and making sure chest line runs straight across.

2. Move the back dart into the armhole, thus creating a side back seam by drawing a new side back curved seam and back straight seam from same point at the back armhole to either side of back waist dart.

3. Measure the front waist dart and take out 1/2 from either side of side seam (1/2 from front side seam, 1/2 from back side seam. The new side seams will be straight lines from the under arm point to the new waist points. Close the side seam, the newly drawn side back seam will be the separation point of the front and back pieces.

4. Redraw the pattern, separating the two pieces, front and back.

5. Redraw new waist line, raise the back waist 2cm and lowered the center front 6.5cm to a point. Then draw in a nice waistline curve. This raising of the back waist is to allow for the fullness of the lower body garment to not cause the back of the doublet to rise and create horizontal wrinkles.

This pattern should now be mocked up in cotton and fitted to the wearer.  All necessary alterations should be noted on the pattern and a new one redrawn if required.  Trouble points to look for are at the front armhole where the arm joins the body at the upper chest line, the neckline should be a close fitting jewel style and the body of the doublet should be form fitting but not so tight to create pulling horizontally at the center front.

This newly fitted pattern is now used to cut out the linen canvas interlining that will form the shape of the finished garment.  A further strip of canvas can be added along the center front of the doublet interlining to create further support for the buttons and buttonholes.  These two pieces of canvas are stitched together using Z like pad stitches to make the two pieces one.
  This method of stitching is still used today to stitch together the body canvases of tailored garments.  As mentioned above a piece of wool is now cut to fit over the shoulders and around the armscye and underarm.  This will later provide the support needed in the sleeve head as well as protect the body against chaffing from the canvas.  In modern tailored jackets this layer of wool is replaced by a layer of cotton flannel to protect the body and a shoulder pad to support the sleeve. The wool layer is pad stitched to the canvas, on the wrong side so that all layers become one.  The stitching should be done in linen or cotton thread as they most closely resemble the fibres in the canvases. The canvases should now form the doublet shape and can be fitted to check for fit before applying the wool.

The fine outer wool pieces are now cut using the pattern but with a bit more seam allowance to allow for fitting snugly to the body canvas.  The back sections side and shoulder seams are basted to the right side of the canvas and then the front sections seams are folded over these and stitched down with either a whip or running back stitch.  At this point the trimmings should be attached, so that the stitching lines will not show through to the lining.  For this stitching, silk finishing thread is used, in colours that closely match the fabric and trim.  Trim often covered seam lines and accentuated the figure, careful consideration should be taken during this phase of construction.

The left front lining is left separate from the centre front edge so that buttonholes can be worked and still remain pliable enough for the buttons to pass through.  This separation is required as the front stomach area has a kite shaped section of linen that is boned with whalebone strips.  This is to provide a fashionably smooth, straight front to the doublet. The right side boned section is pad stitched to the wrong side of the body canvases.  The left side is stitched to the lining on the wrong side.  The left front lining should be folded over the edge of the stomach piece to encase the centre front edge and provide a finished edge to the left front lining.  The stitching used to attach the stomach piece to the lining should be carried out with very small stitches in linen or cotton thread to match the colour of the lining so that they will not be noticable. The lining fronts are then basted to the fronts of the doublet on the inside, wrong sides together. The back lining is basted to the back section in much the same manner. The seam allowances of the lining fronts are then turned under and stitched to the back lining so that the seams are slightly offset from the other seams to prevent bulk.  The linings are stitched with a small running back stitch in linen thread to match the colour of the linen lining.  It is at this point that the centre front and neck edges are bound with bias tape.  The binding is to conceal the raw edges and should be as narrow as possible and in a colour that matches the outer doublet fabric, if not the fabric itself. The waist edge of the doublet should now be turned up and caught to the canvas with whip stitches to hold in place.  The lining is then brought down and hemmed in place with small slip stitches.

Preparing the Sleeve
Before setting the sleeve, the armhole of the doublet should be reinforced to prevent stretching while stitching the sleeve in place.  This is carried out by steaming a length of tailor’s tape into a curve, much like the letter J.  The tape is then basted on the wrong side of the doublet fabric, between the fabric and canvas along the front armhole.  The tape should run from the front notch, over the shoulder and around the back armhole to the back notch.  A slight bit of ease should be stitched into the shoulder blade area of the doublet.  The little ripples created will later be carefully steamed out just at the seam allowance.  The ease created will allow for the shoulder blade to sit comfortably and prevent pulling apart of the armscye seam when the garment is worn.  Now the sleeve can be drafted to fit the doublet armhole. 
The Sleeve Draft

1. Mark front notch on Doublet front body pattern.

2. Measure underarm with tape on edge between notches. (21.5cm)

3. Measure upper arm between notches.(27.8cm)

4. On drafting paper, square a line across the top 10cm down from top edge. Drop a perpendicular line from centre of this line. This will form the back seam of sleeve. The perpendicular line should extend 3.5cm above first line.

5. *Measure out from perpendicular line, on the first line, the underarm measurement. Raise this point 1.5cm.

6. Draw a nice curve hitting the first line for most of the distance, curving up at either end to form underarm.

7. Repeat step* to other side.

8. Draw a nice curve, raised from first line 4.75cm at most.

9. Sleeve head should have 1.5cm of ease now included. This is spread throughout the armscye. You may need to remark front notch on body front pattern.

10. Measure arm length from shoulder point to elbow and wrist with elbow bent.(elbow 37cm)(wrist 62.5cm)

11. On perpendicular line apply the shoulder to elbow measure and shoulder to wrist measure.

12. At wrist, square out from either side of perpendicular line 12cm.

13. Connect elbow point to new wrist points with straight lines. Make a nice curve at elbow angles.

14. Measure elbow circumference with elbow bent (37cm). Divide in half and apply to either side of elbow point on line squared out from perpendicular line.

15. Extend wrist lines out 1/2 of loose wrist measure. Measuring the ball of your hand will give you a good measurement. (22.5cm)

16. Raise these points so that the front wrist point will be at right angles to the back seam. 

17. Connect front elbow to front wrist points, make a nice curve in elbow angles

The front seam of the sleeve is now stitched and pressed open.  A semi bias piece of canvas is cut to the shape of the lower sleeve, and extended up the sleeve to provide support to the buttonholes.  It is then basted to the wrong side of the fabric so that it sits along the stitching and fold lines of the sleeve cuff.  Fold and press the buttonhole vent and the hem.  Diagonally stitch the wool to the canvas along the seam allowance edge, being careful not to stitch through to the outside.  Place and stitch the trim in position along the front seam and around the vent.  Carefully stitch the back seam and press open.  Stitch the trim in place along the back seam.  The ends of the trim should extend up into the underside of the sleeve to be hidden in the lining at the cuff.  The lining of the sleeve is now stitched in place around the cuff, being careful to avoid covering the area under the buttonholes.  It is often desirable to have a bit of ease in the length of the sleeve lining this is accomplished by placing a small fold of lining at the cuff edge.  Turn the sleeve to the right side and baste the sleeve and lining together horizontally along the top sleeve about 8” down from the top edge.  Reach inside and baste the seam allowances of the lining to the sleeve seam allowances.  This should be done with a running back stitch and will prevent strain of the lining when putting on and taking off the garment.

The sleeve is now set into the armscye of the doublet.  Check to see that the hang of the sleeve is slightly forward, so that the arm can hang comfortably in the sleeve without causing wrinkles at the armhole.  Baste the sleeve in place using a running stitch. Make the stitches about ¼” long so that the ease in the top sleeve can settle in properly.  A final check of the hang of the sleeve should be carried out at this point by hanging the doublet on a manikin.  Prior to final stitching, the ease in the top of the seam allowance is steamed out. This is done by placing the garment on a flat surface and gently pressing with steam no further than 1” into the body of the sleeve, shrinking away only the ripples formed when basting the sleeve in place.  It is desirable to have a slight roll to the sleeve as it leaves the armhole. Stitch the sleeve in place, catching all the layers of the body armhole, leaving the sleeve lining free.  At this point the seam allowance of the armhole is trimmed to ¼” in the underarm to just above the front notch. This will make for a more comfortable armhole as the sleeve is set quite high.  The sleeve lining is now brought to the armscye and turned under.  Matching the front and back seam allowances of the sleeve, whip stitch the sleeve lining to the armscye with tiny stitches in linen thread to match the lining.  Ease in the lining sleeve head as it is stitched in place.  In the Elizabethan era, the armscye was finished off with a small wing stitched over the top of the shoulder from front notch to back notch. The wing should be interlined with a piece of light canvas to support the trimmed fabric.  The curved edge of the wing is stitched to the armscye allowing the straight edge to stand outwards.

The doublet waist is accentuated with trimmed skirts.  By the end of the Elizabethan era, they are quite small and split into several pieces.  Each one is interlined in the same canvas as the body of the doublet.  The seam allowances of the outer fabric are brought to the wrong side of the canvas on all sides and are caught with whip stitches.  The trim should be applied at this time, so that stitches do not appear on the lining. The linings are cut to the same shape as the outer fabric. The edges are folded under and slip stitched in place, covering all the raw edges.  The skirts are then ladder stitched to the waist of the doublet.  This is done to prevent bulk at the waist and allows the doublet to sit tightly at the waist of the body.

To finish off the doublet, a lacing strip is created.  This is a long piece of lining material that may be interlined with light canvas. Eyelets are worked at regular intervals along the strip. The strip is then stitched to the inside waistline of the doublet.  As the lacing strip is meant to attach the doublet to the trunk hose or Venetians, adjustments may be required to allow for the alignment of the waistlines of the doublet and hose.  Many doublets also have a little tab on either side of center front.  These tabs have a single eyelet worked, or may just be a loop of braid.  This is required so that the center fronts can be tied or laced together before buttoning the doublet.  This will remove quite a bit of strain from the front, and will ease in buttoning.

Conclusion
While there are very few extant doublets made for women, contemporary portraiture shows many tight fitting, doublet like garments.  They are worn with petticoats and often have fashionable necklines and waists. Alcega leaves us several cutting diagrams for women’s doublets that reflect the styling of the men’s garment. Unfortunately the tailoring instruction is meagre; Alcega concentrates on giving cutting layouts to use the least amount of fabric, and assumes the reader to be fully versed in the arts of the tailor.  This knowledge would have been passed down through apprenticeships.  The few instructions are on the taking of measurements, and offer similar advice to that of modern tailoring companions, note the posture of the person to be garmented without the client’s knowledge, allow for changes of mind with regards to style within the make up of the garment so that more than one need not be constructed.
It is through the extant men’s garments, and extensive portraiture of the era, that the modern tailor is able to recreate the look of the Elizabethan era.  Though the pattern shapes vary slightly throughout modern history, the basis of the clothing worn by the modern man is clearly reflected in the garments of the sixteenth century.  Tailoring techniques have changed very little in the high end garment market and by closely examining the extant garment; the modern tailor can easily notices similarities in cut and construction. 
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