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[ntroduction

The garments in this book reflect the exceptional range of the
Victoria and Albert Museum’s dress collections. The clothes come
from many different countries. However, not every country, or
even every continent, is represented here and we make no claims
to anything approaching a comprehensive survey of world dress.
Historically, the arbitrary division of artefacts into either ethno-
graphy or art means, for example, that there are not many garments
in the V&A from the continent of Africa and none at all from
Oceania. Britain’s complex colonial past together with individual
curatorial preferences and chance acquisitions over the years have
further defined the world dress collections, parts of which are as old
as the Museum itself. The first dress items to enter the V&A early
in its history were not from dominant western nations at all but
rather from diverse cultures spread across the globe. The Museum
is particularly rich in Asian, Middle Eastern and Eastern and Central
European garments but, until fairly recently, this singular collection
was not necessarily perceived in terms of dress. Some of these
clothes were acquired for their interesting fabrics and for the
opportunity they presented for studying a wide range of different
textile techniques, as well as designs, used in their decoration.

This book, while neither primarily about technique nor about
design motifs, in some measure will be a resource for both since
they are inseparable from the discussion of detail which we offer
here. These details, illustrating diverse solutions to both the
making and wearing of clothes, are enhanced by line drawings
showing the whole garment’s construction. The drawings and
details dispel any residual assumptions concerning the supposed
simplicity of indigenous garments, for they offer up inventive ways
to control and assemble cloth. For example, panels and gussets may
be arranged to enhance the drape of the garment or to use up lefi-




~er fabric, multifarious finishing techniques might strengthen the
~wehes while adding unique decorative focal points, and pockets
wmc fastenings can be fashioned and placed to ensure modesty
woc personal temperature control. We have chosen to lay out the
wmeral according to garment feature rather than group it by
sezon, date, type or use. Other books in the series are arranged in
= w=mlar manner although they are concerned with narrower bands
¢ western fashion and limited to a specific time span. This present
“olume provides an opportunity to peruse the collection sliced in
= unfamiliar way and such a perspective raises many valuable
~wcsmons about clothing cultures across time and geography. The
wewwers that tailors throughout the world have come up with, as
cwemplified by these garment details, are sometimes unique to
“oor cultore alone and sometimes shared with other cultures. All
~am be viewed as inventive variations on a theme.

The clothes on the pages that follow, as well as emanating from
« vanety of places around the globe, also come from different eras.
Fow of them pre-date the nineteenth century — the hundred years
“uan saw clites in several of the areas under discussion embracing
cwner complete or partial western dress while their poorer compa-
o sometimes had the style foisted on them. Indigenous dress itself
e abways been open to all sorts of influences both from near neigh-
“owms and from those further afield, so we cannot say anything about
“oe ongins of certain aspects of dress by looking only at the V&A's
“olecmon. Some of the pieces are contemporary. While this book is,
= part. a celebraden of indigo and madder, and a recognition of the
Swesory of hand-spun and hand-woven fabric, it also sets out to show
S, while great swathes of the world may indeed be clad in T-shirts
e jeans, there 15 a groundswell of people, local wearers as well as
weemmanonal designers, who continue to favour indigenous dress.

Moreover, they may re-work the older styles, sometimes with the
aid of up-to-the-minute technology, into something new and vital,
but still relevant to their own community.

We understand that footwear, headgear and other accessories
are all part of the story of world dress but this has proved too large
an area to include in this volume. Furthermore, the haphazard way
the Museum’s collections have been built up over the years means
that complete ensembles were rarely collected. Despite this omis-
sion, what we are left with is abundant evidence of a truly remark-
able cross-section of makers and consumers. Some of the clothes
were made and worn in urban centres and some in rural outposts.
Still others were made in one milieu for use in another.
Ceremonial silks for performance and court ritual, necessitating
large outlays of wealth, may seem far removed from cottons and
linens decorated at home with braid and fringes for country wed-
dings and we are aware of a certain awkwardness in juxtaposing
such ensembles. We have given each item a national provenance
regardless of the fact that many people in that country may not rec-
ognize it as their style of dress, for the Museum did not always
record the clothing’s precise regional source. What we can say
though is that the pluralistic character of these varied garments
should be seen as one of the V&A's dress collections great
strengths. We celebrate diversity and difference and honour the
women, men and children who made and wore these garments.
V.W.

Note:
Wherever possible, present-day names have been used for the countries and regions
mn which these garments were made.









This luxurious robe is a courtly garment, worn by a young man in
Sindh, Pakistan. It is made of silk and gold fabric, lined with red
and yellow silk (see p.138 for the lining). The distinctive circular
opening, combined with a rectangular panel to cover the chest,
identifies this garment as an angarkha, which simply means ‘protec-
tor of the body’. The upper part of the robe is evidently its focal
point, and it 1s made more claborate by the addition of a row of

non-functional ‘buttons’ around one side of the front opening.
Like all robes of this type, the distinctive round neck and waist are
fastened by silk ties — in this case in red, blue and yellow — which
are also used for the colourful piping around the neck and edges. It
would have been paired with narrow trousers (paijama) of silk and

gold fabric.

Man'’s robe (angarkha) of silk and metal thread
with applied ribbon and gold-wrapped ‘buttons’.
Pakistan (Sindh), mid 19th century
05648 (IS)
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The distinctive side-fastening panel that passes over the chest of this
young man’s robe is typical of a type of angarkha, This panel is
secured in two places inside the robe with green silk ties, and
another pair keeps the waist closed. The robe is unusual in that it
is made of the fine Kashmir wool more often associated with
shawls. The intricate, spiralling pattern in couched gold-wrapped

. Man’s robe (angarkha) of red wool couched with gold-wrapped thread.
India or Pakistan (Kashmir or Lahore),
mid 19th century
05643 (IS)

14

thread is typical of the work of Kashmir and of Panjab, whers te
coat would have been worn. Its lightly padded woollen muasema
would have protected the wearer from the severe winters of these

northern arcas. The brilliant green silk ties are echoed in the ne i
facing and lining of the same material.
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This was a wedding garment worn by a fisherman who, according
to the man who sold it to the Museum, was later drowned at sea.
It is made from black felt and is double-breasted, fastening cither to
the left or to the right.

Although the pockets are decorated with applied braid, it is the
neckline that receives greatest attention. Two curving bands of
black velvet have been applied to the felt and then decorated with
cords and sequins, each held in place with a glass bead. Above and
below the lower band is a series of lines worked in fine chain stitch,
These red bands are slightly wider on the lefti-hand panel. Below
them are lines of metal and silk braid and pink and yellow chenille
— a tufted, furry yarn named after the French word for a caterpil-
lar. Below these is an applied metal braid with more sequins. The
fine coloured lines set against the black felt and velvet create a
restrained and elegant effect.

Man’s waistcoat of felt embroidered with
silk and trimmed with metal braid and sequins.
France (Department of Finistére), ¢.1820
16A-1902

16

Solid spirals of golden silk decorate the neck of this waistcoat.
which is made from black felt. Narrow strips of black silk velver
bind the armholes, the neck and the upper part of the front open-
ing. It is double-breasted and can be fastened to the left or to the
right, although most photographs of this type of garment being
worn show it fastened right over left.

When fastened this way the full effect of the dense embroidery
can be seen. The silk thread, which has faded slightly, was originally
bright orange with small details worked in green. If fastened the
other way — left over right — a different, less dense pattern is
revealed which includes a series of narrow lines worked over wide
strips of applied black silk velvet. The delicacy of the embroidered
lines allows the velvet pile to show and is in sharp contrast to the
strength that would have been required to take the silk thread
through three layers of fabric: velvet, felt and canvas.

Man’s waistcoat of felt with applied silk
velvet embroidered with silk.
France (Department of Finistére), late 19th century
Given by Mrs Goetze
T.25-1945
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Welves packers, wasstcoats and coats heavily embroidered with metal

e formal dress in many areas of south-eastern
= Near East from about 1830 onwards. They were

e wse of gold embroidery on military and diplo-

ns: the suff, erect collar encrusted with gold and silver
spills onto the front of this short jacket, has a distinct
= The embroidery is restrained, following an unde-

vious edge with only the occasional tendril extending

acToss bodice. Even these seem ngid and bound, weighted
dowm by the addition of snaking threads and rings of silver cord.

The whiteness of the silver is picked up by a delicate ruffle of
pleated silk chiffon, which has been attached around the collar and
front edges. Its tiny pleats have knife-sharp creases but the trans-
parent silk is soft and light and falls into ripples of gossamer as
it caresses the neck. It is totally feminine and very unusual in a
garment of this type. Although it has been securely attached, the
quality of the stitching is poor which suggests it has been added by
another hand — probably to make the jacket reflect western
European fashion,

Woman's jacket of silk velvet embroidered
with metal thread and trimmed with silk chiffon.
Bosnia and Herzegovina, ¢.1880
Given by George Hubbard and purchased by him in 1884
T.178A-1928






The cool climate of northern Europe makes it desirable to wear
clothes that fit the body snugly at the wrist and neck in order to
retain body heat. This high stand-up collar was made from two
thicknesses of cloth, embroidered with wool in small and closely
packed cross stitch, creating a substantial fabric with a fair degree of
rigidity. It would have been secured with a piece of silver jewellery
inserted through the two loops. Not only would the wearer’s neck
and shoulders have been kept warm, but the height of the collar

would have required her to maintain her shoulders and head in an
elegant, upright posture.

It is difficult to achieve a sharp, crisp edge at the bottom of a
neck slit such as this. As the fabric is turned under and secured,
there is a tendency for the slit to widen into a curve. In order to
disguise this and to reinforce the part most vulnerable to tearing, a
few interlacing stitches have been worked with blue wool.

Woman's blouse of cotton with linen sleeves embroidered with wool.
Norway (East Telemark), mid 19th century
Given by the Directors of the Museum of Art Industry,
Christiania (present-day Oslo)
797-1884
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This short jacket was worn by the donor with black trousers and a
matching top. She chose the turquoise velvet and her tailor sug-
gested the olive green trim. Its unusual colouring gives it a unique
and special look. The turquoise material has cut velvet motifs scat-
tered across it, with the Chinese character for ‘long life” matched
across the front opening. The same design occurs on the lilac top
on p.55. While both garments retain this traditional Chinese pat-
terning on the material, neither of them is traditionally cut or tai-
lored. The style of neckline on this jacket is sometimes perceived
as being especially Chinese. Historic Chinese garments, however,

Woman's jacket of silk velvet.
China (Hong Kong), 1969
Given by Mrs Victoria Dicks
FE.45-1997

do not invariably show this feature. It seems to have come =
vogue in the years either side of 1900, perhaps reviving a much cas
lier style. Here, the high collar, rounded at the front, is suffes
and the entire jacket is lightly wadded to give it a crisp appearas
when worn. A hook and eye beneath the top knot button seces
the neck neatly. Plain velvet is used to bind the edges of the
et and also to fashion the decorative froggings. These partic
strong components combine with the neckline to add to the =
ment’s symmertry.
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The excepnonally high neck on this dress is one of the features that
particularly marks out the twentieth-century Chinese garment style
Enowm as the dheongsam or gipao. The neckband has a stiff interlin-
e o ensure it stands upright when the dress is worn. A black lace
e Biss been sewn all around the neck and this frames the wear—
ers Sace. Black knot buttons and loops, arranged in a trio high up
acvoss the collar opening. further accentuate the neck and chin
wimch would nestle o the space between the two sides of the
peckband  Alkhough attention might come to be focused on the
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wearer’s head because of this concentrated decoration, the lace
trim, an import from Europe, continues along the collarbone clo-

. sure, down the side and across the hem and cuffs of the dress. This
framing device harks back to the rows of trimming on women’s
gowns of an earlier period. While the trimming does not encroach
much upon the main body of the garment, it may strike a tradi-
tional note on a dress that is far from traditional in its revelation of
the female shape. Although the dress is full-length, it is tight fitting
and has slits up the sides to reveal the legs.

Woman'’s dress (cheongsam or gipao) of printed satin.
China, 193040
Given by Christer von der Burg
FE.16-1994

24
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This fine cotton shirt is embroidered with a floral pattern in metal-
lic embroidery, with more silver and gold edging around the neck,
cuffs and hem. The design motif of bunches of grapes is composed
of silver-gilt domed sequins and floss silk, while the heavy borders
incorporate actual strips of flattened metal (see p.71). The shirt
would have been worn over a small bodice (dioli) in the same mate-
rial, and a large, matching veil (odhni) would have been added over
the head and shoulders. The ensemble would be completed by a
full skirt, which has not survived. The off-centre neck opening of
this shirt is a style found in rural as well as courtly garments, espe-
cially in the north and west of the Indian subcontinent.

Woman’s shirt (kurta) of cotton, with silk and
metal embroidery.
Pakistan (Lahore), c.1855

6157 (IS)
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The Museum’s collections contain very few garments from the
Americas but this fine cotton shirt, so loosely woven that it is trans-
parent, was acquired in 1854. It is from Paraguay and would have
been worn over a pair of straight white cotton trousers, undecorat-
ed except for a fringe around the lower hem of each leg.

The double thickness of fabric used for the collar and the shoul-
ders is embroidered with white cotton. The area to either side of
the neck slit is decorated with pulled thread work in a pattern of
leaves and blossoms. However, this is almost totally concealed by a
flounce of embroidered net, which falls from below the single but-
ton fastening the collar. This surprisingly soft, feminine touch to a
male garment is reminiscent of the lace cravats worn by fashionable
men in western Europe in the first half of the eighteenth century.

Man’s shirt of cotton embroidered with
cotton and trimmed with embroidered net.
Paraguay, ¢.1852
887-1854
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Cleverly concealed beneath this construction of pin-tucks and
embroidered panels are three large press-studs which fasten the
blouse. Before the invention of the zip in the early 1890s, it was
impractical to have garments which fastened down the back, and as
women spent many years of their adult lives breast-feeding, a front-
opening blouse made sense.

The three panels that have been attached to the bodice are exam-
ples of machine embroidery. The Schiffli embroidery machines were
developed by Isaac Groebli in 1865 and could produce many varied
effects, from simple eyelet embroidery to more complex patterns and
structures such as these, which resemble certain types of lace. The
subtleties of whitework are often overlooked but when textures are
skillfully combined, as they are here, so that light is alternately
absorbed and reflected, it is the epitome of elegance.

Woman's blouse of cotton with applied machine-embroidery.
Croatia (Sisak), late 19th or early 20th century
Given by Mr and Mrs C.O. Wakefield-Harvey
T.29A-1958

S [

This three-quarter length Japanese coat is a michiyuki, which liter-
ally means ‘while on the road’. This style of women’s outer gar-
ment developed in the twentieth century. It has a low, square neck-
line designed to reveal the kimono that would be worn underneath
and it is fastened with six press-studs. Four fabric-covered buttons
are sewn onto the front. The coat was created by Kitamura Takeshi
who has studied and recreated one of the earliest, and most sophis-
ticated, Japanese gauze-weaving techniques. It has a lattice pattern
woven from silk thread, which was dyed before weaving with a
vegetable dye derived from pomegranates. The fabric was woven
in 1993 and made up into a michiyuki especially for the V&A in
1995, the same year that Kitamura was awarded the prestigious title
of ‘Living National Treasure’.

Woman’s coat (michiyuki) of silk gauze (ra).
Japan, 1993-5
By Kitamura Takeshi (b.1935)
FE.274-1995
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The ssymmetnc neck and shoulder decoration on this woman's
mmse & composed of bands of patterned red and gold silk from
Inds Each smip was carcfully teased into an arc shape as it was
sewm omto the tunic. The section forming the collar is evenly gath-
ered Thas cfficct was achieved by inserting suffeners secured by
tows of ssching The configuration of this applied decoration
Semones thas the wearer was 2 married woman. There are no fast-
emmmes t0 ths nmmc; the inflexible nature of the ruched neck

I

prevents it from falling open. The tunic came into the Museum as
part of a set with a magenta pink coat (see p.55), green trousers, red
waistcoat, scarlet leather leggings, a tasselled hat and silver and coral
plait decorations. George Sherriff (1898-1967), the renowned plant
hunter who donated them to the Museum, recorded that he
acquired them in Khotan, a town in today’s Xinjiang Region of
China. The likelihood is that the original wearer was from an eth-
nic group that today would be categorized as ‘Uighur’.

Woman's tunic of embroidered silk.
China (Xinjiang Autonomous Region), 19th or early 20th century
Given by Captain George Sherriff
T.31c-1932






The collar band 15 beaunfully shaped into a curl on the overlap sec-
won of this child’s jacket. The embroidered white length of silk that
forms the band is itself edged with narrower strips of ice-blue, bias-
cut silk, which follow the curving outline. Similar edgings are
spphied around the cuffs. The jacket's tailoring, although similar to
an adult’s robe, differs from a full-size one in that the neckline
shape s straighter and has no knot buttons across it. The method of
closure 15 a ne at the side instead — a throwback to earlier Chinese
fastenings. While the margins of the garment are pale, the main part

of the jacket is a strong red: a colour associated in China with joy-
ous occasions. It was the custom to present a young child with red
and green clothes bearing good luck motifs. The gold-crowned fig-
ure in the centre depicts a male child bearing wishes for a son who
will be successful in government high office. This jacket, part of a
complete set, serves as a reminder not to read the Chinese decora-
tive repertoire too literally. The garment was made by the Chinese
neighbours of a European family, the Perriams, for their baby
daughter in Shandong Province in North China in 1915.

Child’s jacket of embroidered silk.
China (Shandong Province), 1915
FE.12-1986
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Yellow with a red collar and bow, this multicoloured jacket (sack-
tong jégori) has striped sleeves in the five primary colours of blue,
yellow, red, white and green, which can also be seen on the front
of the jacket. As is customary with Korean jackets, the neckline is
lined with a white border. Since this border can easily be taken off
and washed or simply replaced, the neckline can be kept clean
without difficulty and the jacket has a longer life-span. Here the
border is made of the same material as the inner lining but con-
temporary mass-produced ones are white. They are lined with

paper in order to make them suitably stiff and durable. The red
border has been decorated with an auspicious gold pattern of twenty-
petalled chrysanthemums, frequently seen on children’s costumes.
There are different ways in which gold 1s applied to Korean tex-
tiles. The unevenness of the flowers suggests that here a ‘scares
gold’ technique (salgtin) was used. The pattern is first carved into 2
wooden mould and thereafter covered with glue. The cloth is then
pressed into the mould, allowing the glue to seep through the
material, and then gold powder is sprinkled over the wet glue.

Girl’s jacket, woven silk.

Korea, mid 20th century
Given by Mr and Mrs D. Bebb
FE.114-1997






The dark indigo-blue cotton used for the main body of this dress,
and many others in north-west Pakistan, is locally woven and dyed.
While some dresses are made up solely in this rather austere mate-
nal, others, like this one, are decorated, usually on the chest, with
beaunfully embroidered patterns, as well as with silk tassels and
other embellishments. The small triangular element that hangs from

the waistband of this dress is probably derived from a traditional
amulet form, which protects the wearer and promises fertility. Such
triangular amulets may be found in cloth or metal, and are seen
very widely, especially on women's and children’s dress, through-
out Afghanistan, Muslim Central Asia and much of Pakistan.

Woman's dress of cotton with silk panels and silk embroidery.
Pakistan (Dera Ismail Khan, North-West Frontier Province),
mid 19th century
05603 (IS)

34
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The simple V-shaped neck of this woman’s garment is edged with
imported woollen cloth, probably from Britain. Foreign fabrics
were greatly prized in Burma, and this red wool is also used for a
panel across the front of the black satin garment and for the sleeves.
Its only other decoration is a panel of simple embroidery in silk
threads below the neck opening. This shirt is part of a complete
costume acquired in 1934 from a woman of Taungpeng, Northern
Shan State in Burma. The rest of the outfit includes a skirt, apron,
outer cape and scparate sleeves.

Woman'’s shirt of satin with silk embroidery
and woollen panels.
Myanmar (Burma), (Palaung tribe, Northern Shan State),
carly 20th century
Given by Mrs R.E.B. Lee

IM.37A-1934
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This Korean jacket was donated to the Museum by Yi Yong-hui,
whose shop ‘Hanall’ in Seoul produces traditional Korean cos-
rumes, as advertised on the label. It forms part of a matching bride-
groom’s outfit, which in addition to this jacket consists of an over-
coat, waistcoat, underjacket, undertrousers, leg ties, belt, boots and
a hat. When worn, the off-white collar of the underjacket is clear-
ly visible and with its diagonal, right-sided closure, it delicately
contrasts with the oval neckline of the jacket. The jacket is closed
in the front with two spherical buttons in gilded and enamelled
metal openwork, which are decorated with longevity symbols.
Korean costumes are normally tied with ribbons, buttons tradition-
ally only being used on formal wear. Nowadays, buttons are also
seen on men’s, and occasionally women’s, jackets and waistcoats
worn on important occasions, such as weddings and birthdays.

Man'’s jacket of yellow-patterned silk with grey silk lining.
Korea, 1992
By Yi Yong-hui
Given by Yi Yong-hui
FE.542:2-1992
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This dress is made from two layers of soft cotton extensively deco-
rated with a series of embroidered bands covering the shoulders and
chest and appearing to hang around the neck like a massive piece
of jewellery. Only four colours are used and with such a limited
palette pattern and texture are very important. The solid, flat bands
of chevrons separate three chain-like patterns in which the ground
fabric has been manipulated to form small bumps. The easiest way
to achieve this effect is to pinch a small area of the cloth, wrap
thread around the raised part and then outline the rows of bumps
with embroidery.

The scale of the embroidery is in sharp contrast to the actual size
of the neck and cuffs: each cuff, which s also decorated with
embroidered bands, measures only 14cm (5% inches) in circumfer-
ence; the neck, which fastens with a silver button on the left of the
image and a dark blue loop on the right, measures 27cm (104
inches) in circumference. This dress was taken by British troops at
the seige of Magdala (1868) and is said to have belonged to Queen
Woyzaro Terunesh, the second wife of King Theodore.

Woman's dress (kamis) of cotton embroidered with silk.
Ethiopia, 1860s
Given by the Secretary of State for India
399-1869
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The three pairs of tassels on the front of this dress may or may not rolled into tubes and finished with embroidered red silk e
be intended as actual fastenings. A separate single pair of ties at the White clothing is quite unusual in north-west Pakistan, where o
waist keeps it closed at that point, and a rectangular panel behind dress comes from. Dark blue or black cotton is more frcquer.l:
the tassels ensures that modesty is maintained whether or not they used for dresses and shirts, whether plain or embroidered.

are tied. The tassels are carefully made of pieces of cotton cloth

Woman's dress of cotton embroidered with silk thread.
Pakistan, (North-West Frontier Provinee, probably Dera Ismail
Khan region), mid 19th century
05488 (IS)
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This collar is not as deep s it looks: only the upper part is actually
an attached collar, the rest of it is a broad band of close decorative
stitching on top of tight gathering.

Controlling the balloon-like fullness of this blouse was the main
concern of the maker and so it is tightly gathered into embroidered
cuffs and gathered all around the neck with its combination of
formal, solid blackness and frivolous fastenings.

Three holes have been punched down the sides of the neck
opening. A woollen cord has been threaded through each oppos-
ing pair and then a small pompom has been attached to either end
of the cord. The top cord is the longest and the middle one is the
shortest. When the collar is fastened tightly the upper and lower
cords hang in graceful loops and the shortest cord adds bulk to
the middle.

Woman’s blouse of cotton embroidered with wool.
Hungary, ¢.1900
T.841B-1974

These beautifully patterned lappets are typical of the elegant robes
(jama) worn by men at the Mughal and other Indian courts from
the seventeenth to nineteenth centuries. The jama traditionally fas-
tens at one side and is secured under the arm with ties. The ties
were often made into a decorative feature, either by being in a con-
trasting colour or by being beautifully designed in their own right,
as they are here. A simpler set of ties at the waist holds the robe
closed. This robe fastens on the right, which traditionally denotes a
Muslim wearer, with Hindus fastening their robes on the left. This
practice, supposedly introduced by the Mughal Emperor Akbar
(1555-1605), was not rigidly imposed or observed, but can serve as
a useful aid when identifying subjects of court portraits.

Man’s robe (jama) of cotton, mordant-dyed and printed.
Northern India, mid 18th century
Given by G.P. Baker
1S.110-1950

Trousers with immensely wide waists and narrow legs are trad
tional in many parts of the Islamic world, and this silk pair fro
Pakistan 15 an extreme example of the style. The waist measures
remarkable 9.15 metres (30 feet), and would form a huge bundle -
cloth around the hips when the decorative drawstring (ezarband)
tightened. This drawstring is made using the sprang technique -
silk, with bound metal-wrapped thread and silk expertly manips
lated to form rtassel-like ends. The trousers would probably has
been worn with a loose straight shire (kurta).

Woman’s silk trousers.
Pakistan (probably Panjab), mid 19th century
05593 (1IS)






In Korea the traditional dress (hanbok) for women consists of a short
jacket and a long, voluminous skirt. Though the basic elements of
the hanbok have essentially remained the same over a period of
more than 1500 years, the length of the jacket and the fullness of
the skirt changed over time according to fashion. The two ribbons
used for fastening the garment in a front bow did not become a pri-
mary element of the jacket until the end of the Koryo period (AD
918-1392). Depending on fashion, the colour of the ribbons tends
to offset that of the jacket, and often the cuffs and the neckline are
lined with material identical to that of the ribbons, though this is
not the case here. This jacket was made to be worn with the
trousers on page 124.

Woman's jacket of silk gauze.
Korea, 1995
By Chunghie Lee (b.1945)
FE.281:1-1995
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It is unclear whether the brilliant green glass drops down the front
of this man’s robe are actually intended to be fastened, or whether
they were meant to dangle purely as decoration. Each drop has a
tiny loop at the end, which theoretically could connect with the
corresponding loop on the facing strip of braid. This arrangement
would require something to be threaded through all the loops to
secure them, which would be not only a very fiddly operation, but
would also tighten the upper part of the robe leaving an excess of
fabric to be tied at the side of the waist. This unusual garment is a
cross between an angarkha (which is fastened with ties) and an
achkan (which has buttons down the front), and it appears that the
tied mode of fastening is the more effective in thisfinstance.

Man’s robe of cotton with gold braid and green glass drops.
Pakistan (Sindh), mid 19th century
05620A (1S)
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Accurately aligning buttons with the loops into which they fasten
is tricky but when twenty-eight buttons had to be attached along
the 112 cm (44 inches) front opening of this dress, a relatively quick
and simple technique was used. Instead of sewing cach button and
its corresponding loop in place, a length of orange silk cord was
threaded through the metal loop at the base of each shiny hollow
brass or solid lead button. Once the buttons had been strung onto
the cord, it would have been easy to stitch the cord along one edge
of the front opening, spacing the buttons at regular intervals. A cor-
responding cord was stitched to the other edge. forming a loop
opposite each button.

The colour of these cords has faded but was originally bright
orange and because the silk 1s floss (untwisted), it was originally
glossy and added to the shine and glitter of this dress.

Woman's dress (sarafan) of silk satin brocaded
with metal thread and cotton.
Northern Russia, second half of the 19th century
549-1907
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The designs on this jacket from Borneo relate closely to those on shell. There are no buttonholes, which are a European feature:
the inmricately woven baskets from the same area, and are also instead, a braided string is wrapped around the back of the button.
found on local ikat-patterned and beaded textiles and garments. The simple shape of the jacket, with small projecting shoulder-
Here. the designs are woven and embroidered. The jacket is fas- pieces, 1s also found in garments made of bark-cloth or other
semed at the front with three round buttons made out of conch materials.

Young man’s jacket of cotton with conch shell buttons.
Indonesia (Borneo, Dayak people), mid 19th century
4808 (IS)
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The zip-fastener used on the neck of this woman's shirt from
northern Pakistan is unusual in that it is actually functional. Zips
have gained great popularity in this remote area as a quick and easy
way of applying a decorative trim to armholes and necklines, but
are rarely used as closures. A traditional kurta, the form of shirt on
which this one is based, would have a simple slit neckline with no
actual fastenings, and the many buttons and press-studs that also

appear on garments in this area are usually no more functional th
the zips. This neckline is decorated with coins and plastic beads
well as embroidery, and the rest of the garment is also adorned wi
plastic and metallic embellishments. Their shapes suggest that many
of them are based on jewellery forms but they have probably bee
purpose-made to be sewn onto clothing.

Woman’s shirt (kurta) with embroidery and embellishments.
Pakistan (Indus Kohistan, North-West Frontier Province),
mid 20th century
1S.3-1997
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The besvy gold embroidery and couching on this man’s woollen
robe froe northern India i typical of the work done in the Panjab
durme the mneteenth century. The loose robe itself is oniginally a
Cemmral Asn tvpe. typified by the simple cut and colourful lining
=t Scme = 2 contrasting colour. Robes like this are not usually
worm closed. or are fastened by a sash wrapped around the waist, so
shese bepe. decorative gold-thread fastenings would have been
=sostly for decoranon.

Moan's robe (dhoga) of wool with gold threadwork.
Northern India (Panjab, acquired in Amritsar in 18553),
mid 19th century
0197 (1S)

The most obvious decoration on the front of this jacket is the metal
braid that encircles the neck, runs down most of the front and then
folds back along itself to form Z- and S-shapes. On the right front
the braid is placed along the edge but on the left front it is placed
4cm (1% inches) in because the jacket fastens right over left. A red
silk cord has been applied along both edges and also forms soft
loops which are secured under the metal braid on the left front.

Three groups of three buttons have been stitched onto the right
front panel. These are made from lead and are surprisingly long.
The bulbous half can be seen, the other half forms a thick shaft with
a hole at the far end. Because the buttons do not have a short loop
holding them in place, they are rigid and because the bulb of the
button is right against the edging cord, it is impossible to fix the
loop around it.

Man’s jacket of felt embroidered
with wool and decorated with metal braid.
Croatia (Obrovad), 19th century
Given by George Hubbard
T.179-1928
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This double-breasted robe with its high, round collar would have
been worn by a male member of the Japanese imperial court. The
clothing styles of the court were established in the Heian period
(794-1185) and changed little over the succeeding centuries. This
example dates from the second half of the nineteenth century and
is a style of robe known as a kariginu, which literally means ‘hunt-
ing cloth’. It would have been worn as an everyday garment rather
than for high ceremony (see also p.76). The sleeves are very wide
and secured only at the upper back, while the body is narrow and
open at the sides, which would have revealed the garments worn
underneath. Layers of thick paper make the neck very stff and
paper wrapped in fabric has been used to create the toggle and loop
fastening. Court costumes are traditionally patterned with woven
designs. Circular flower motifs, here in bronze on a green ground,
are the most common.

Man'’s court robe (kariginu) of woven silk.
Japan, second half of the 19th century
FE.158-1983

O

I ————

TN T ——

The twenty-four large buttons which edge the low scooped
of this jacket are purely decorative and it falls to the lot of
small and insignificant ones to fasten it around the wearer's =
The method of attaching both the buttons and the loops
which they are secured is unusual: a length of yellow silk ¢
been stitched to the left-hand side of the opening so thar =
three large loops with three smaller ones in between. This has
repeated on the right-hand side where a button has been
onto each of the three larger loops and stitched in place.
The large decorative buttons are solid (see p.211) bur the
ones are hollow, enabling them to be threaded onto the »
cord. Because they are small it is unlikely they have been
structed around a drilled wooden core; instead some woollen
fibres will have been formed into a ball around a thin sack
which would have been removed once the button was comg

Woman'’s short jacket of-woven silk decorated
with applied metal braid and cord.
Albania, 19th century
Given by H.C. Game
T.141-1928
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These outsize buttons, four in all, decorate the front of a magenta
silk coat from Chinese Turkestan, present-day Xinjiang Region.
The gold filigree work set with turquoise and pearls is finished with
a coral bead and the entire button is secured through a small loop
with twisted wire. The buttons fasten across the chest, leaving the
skirt part of the coat open. This facilitates movement, allowing the
embroidered garments worn beneath, as well as the coat’s bright
blue cotton lining, to be seen. The coat forms the top layer of an
outfit that was collected between 1928 and 1932 in Khotan (see
p-29). The ensemble shows a mix of stylistic elements and materi-
als from China, India and Afghanistan; it can be compared with
other garments in the V&A which come from culturally, though
not politically, allied regions.

Woman’s coat of embroidered silk damask.
China (Xinjiang Autonomous Region),
19th or carly 20th century
Given by Captain George Sherriff
T.31-1932

The button fastenings on this woman’s long jacket are a variation
on the more typical textile knots seen on other Chinese garments.
Here, each loop has two buttons, one of which is jade-coloured
plastic on a shaft, and the other a stamped metal flowerhead on a
ring. They are spaced out along the asymmetric closure, which
follows the collarbone before curving down into an arc to close
under the arm. The neck and top edge of the overlap section of the
jacket are bound with patterned silk gauze. The same silk is used to
create the loops for the buttons. The dark brown gauze, with its
surface shine, looks particularly handsome against the matt black
cotton jacket. This subdued wedding jacket was teamed with a
highly decorated skirt similar to that on p.219.

Woman’s bridal jacket of cotton and silk.
China (Hoklo people), ¢.1968
Valery M. Garrett Collection purchased with funds from the
Friends of the V&A
FE.197:1-1995
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A loop and knot fastening 1s used here at the side of a woman’s
summer top. In this position it serves more as discreet decoration
than as a practical fastening although a similar knot and loop secures
the garment at the back of the neck. This non-traditional use of a
traditional closure is typical of the clothes made by Shanghai Tang,
the brainchild of the Hong Kong entrepreneur David Tang. The
garment is reversible. It is lined with a silk chiffon, the same weight
as the patterned ‘outside’ but in plain lilac. Exemplifying the
Shanghai Tang touch, a plain chiffon fastening is sewn on the pat-
terned side, and a patterned one, just seen in this detail, is sewn on
the plain ‘inside’. This top is teamed with a martching pair of
trousers.

Woman's top of printed silk chiffon.
China (Hong Kong), 1999
Given by David Tang
FE.61:1-1999






Thss short jacket derives its impact from the dramatic colouring
and bold monfs. The purple ground is embellished with velvet pile
m & deeper tone, which is framed by black satin edgings and clon-
g2eed loops with knot buttons. The crossover section, closing the
sarment from left to right, is secured by pairing a set of loops and
butions vernically across the collarbone. The other fastenings are
armaneed honzonually ar the neck, at the side, and at the stepped
Bem respectively. We should not presume that the large design of
welvet peonies indicates that this garment was for a woman. It was

originally described in the museum records as the type of garment
‘worn by Manchurian ladies’. A tag sewn inside the jacket includes
the term ‘riding jacket’, a name commonly used for a Chinese
man’s short jacket. The Museum acquired this garment from the
Japan-British Exhibition held in London in 1910, This event was
a showecase for Japanese imperialism, a way of showing that this
islaind nation was bent on widening its spheres of influence.
Manchuria, in north-east China, was one of the areas Japan wished
to penetrate.

Jacket of silk velvet.
China, 1900-10
Given by the Japanese Imperial Exhibition Commissioners
T.5-1911
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This flamboyant fastening is the only visible means of closure on
this garment. There are, however, press-studs along the collar-
bone, a hook and eye at the neck, and a zip up the right-hand side.
This type of dress is known as a cheongsam or gipao and the decora-
tve frogging became one of its distinctive features. As with most
cheongsam of this sort, the frogging matches the trim around the
edges. Whether they are plain or convoluted, cach fastening is
composed of two parts. The ‘eye’ is the half that includes the loop
and this part is sewn on the upper side of the dress. The ‘head’

|

incorporates the knot button and is fixed to the lower side.

Whereas most cheongsam tailors are men, women are employed to
make these burtons and loops. Strips of bias-cut cloth are pasted
around thin wire, which is then twisted into the desired shape and
sewn down onto the dress. The flower formation echoes the flow-
ers woven into the red damask of this garment and there are two
‘long life” characters also incorporated into the fastening. The V&A
commissioned this dress from the Hong Kong tailor Mr Leung
Ching Wah of Linva Tailor.

Woman’s dress (cheongsam or gipao) of red patterned silk.
By Linva Tailor
China (Hong Kong), 1995
FE.313-1995
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The line drawing for this boy's shirt looks like an angel in flight, a
celesnal being soaning above the earth. Certainly the enormously
wade sleeves would tempt any spirited child to rush around flapping,.
Each sleeve 15 decorated with four bands of embroidery: a scalloped
edge oversewn with red cotton in buttonhole stitch; a line of circu-
Lar holes outlined with white cotton in buttonhole stitch; an unda-
Liong stemn wath paired leaves in orange, purple and red cotton and,
abowe these, 2 deep border of eyelers forming large pear-shaped
bushes. winch were developed from an Indian motif known as a boteh.

li{f%‘\ i “

Without the eyelets the sheer volume of fabric in each sleeve
would have been overwhelming. By oversewing the holes with
white cotton and contrasting this with narrow but solid bands of
red, the sleeves have become delicate and pretey. A sharp metal die
has been used to stamp out the holes and to produce the scalloped
edge. It would have been impossible to use scissors or a knife to
produce the regularity of this edge, identical diameters for all the
holes in the second border and borehs of identical size.

Boy's shirt of cotton embroidered with cotton.
Hungary (Mezdkovesd), second half of the 19th century
73-1903

62







The wide sleeves of this blouse have been drawn into a long and
narrow cuff that tapers towards the wrist and then flares out over
the hand, ending with a flourish of lace. Everything appears to be
white and because there are no bright, gaudy colours to distract the
eye, the skill demonstrated here lies in combining different textures
to create a pleasing effect, which 1s both subtle and elegant.

There are three parts to the cuff: in the upper part, much of
which would have been obscured as the full sleeve billowed over
it, excess fabric has been gathered and secured by smocking with

cream silk thread. The smocking has been continued in a central
cylinder of fabric attached to the rest of the cuff, above and below,
by a tube of cotton which has been folded back upon itself and
stitched to form a zigzag. The lower part of the cuff has been tght-
ly gathered along the top and then falls free and has been trimmed
with an applied edging of bobbin lace.

The cuff fastens with three small buttons. There is no decora-
tion elsewhere on the blouse because it would have been worn
beneath an outer garment — probably beneath a sarafan (see p.44).

Woman's blouse of figured cotton embroidered
with silk and edged with cotton bobbin lace.
Ruussia, 19th century
499-1907
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Brightly coloured, solid, shiny embroidery almost entirely covers
the straight sleeves on this blouse. There is no finesse in the design,
no great skill demonstrated by the embroiderer but there is obvious
delight in the abundance of colour and in the scale and profusion of
the blossoms. The silk is barely twisted, its fibres lying almost paral-
lel like floss silk, and so it forms a very reflective surface. No great
care has been taken with the large satin stitch embroidery and
coloured threads are carried loosely across the back of the work
from one motif to another. The speed with which the work might
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have been finished seems to have been the foremost consideration.

Yellow silk has been used to attach the sleeve to the separate cuff
which has been embroidered in a similar manner. Yellow is picked
up again as a highlight in the deep border of machine-embroidery
that forms the final section. The large evelets and the scalloped edge
create the general impression of lace so that the decoration of the
sleeve changes in intensity from the upper block of massed flowers,
through a more delicate floral border to finish with a line of holes
edged with silk.

Woman’s blouse of cotton embroidered
with silk and edged with applied machine-embroidery.
Croatia (Sisak), late 19th or carly 20th century
Given by Mr and Mrs C.O. Wakefield-Harvey
T.29A-1958

66






)

==
i

B

i

The tablet-woven braid that runs diagonally from the upper left
towards the lower right of this sleeve 1s quite astonishing. It is made
from many colours of silk thread forming fine stripes and its lower
part has been embroidered with metal thread across the width to
form more complex patterns. The diagonal opening it decorates is
on the under part of the wrist and would not always have been
obvious, but attention to detail was evidently important.

A comer of the lower sleeve is seen here: it has been lined with
green silk velvet and edged with a woven metal braid. Metal
threads decorate the rest of the jacket but they appear unremark-
able compared with the exquisite beauty of the short length of
embroidered braid on each cuft.

Man’s jacket. silk velvet embroidered with metal thread and
- trimmed with metal cord and silk braid.
Albanian, ¢1810
Given by Jane Blakemore
T.1114-2000

This unusual jacker is based on European military styles, although
obviously intended for quite a small Nepalese boy. The materials
used are also far from the usual military conventions, combining
European patterned velvets with elaborate cuffs and front panels
heavily embroidered with seed pearls, sequins and gold-wrapped
thread. Western dress uniforms contributed a great deal to formal
wear in northern India and Nepal during the later nineteenth cen-
tury, with many hybrid garments coming into vogue at the Indian
and Nepalese courts. This little jacket is an example of just such a
garment, looking more like a piece of theatrical costume than
something worn by a young courtier in Kathmandu in the 1850s.

Boy’s velvet jacket with gold embroidery and seed pearls.
Nepal (Kathmandu), acquired in 1855
038 (IS)

68

The intricate basket patterns in the gold-wrapped thread on this
sleeve are ingeniously formed by the arrangement of the orange silk
thread used to couch it down, as well as the disposition of the
metallic thread itself. A thick cord of the same gold-wrapped thread
and orange silk is used to define the edge of the cuff and strength-
en it. This Baluch dress is unusual not in the intricacy of its embroi-
dery but in the lavishness of its materials. Dresses of this type (see
pp-112, 154) rarely use metallic thread in their decoration, and are
much more frequently decorated with coloured silks.

Woman's dress (pashk) of silk with couched gold-wrapped thread.
Pakistan (Baluchistan, probably from Kalat), early 20th century
IM.65-1930

The sleeves of this robe are only seamed from the underarm to the
elbow from where they would hang, dangling to reveal the lining
of blue silk, embroidered with floral sprays and pink sequins.

Despite the large amounts of metal thread used to decorate the
wool, most of the glitter comes from applied sequins. The metal
strip was not closely wound around its yellow silk core and much
of it has come away. The rows of metal braid, cords and fancy edg-
ings are decorative but also add weight to the end of the sleeve
ensuring that it hangs well.

A thin layer of woollen fibres has been used throughout the
garment as padding between the embroidered wool and its lining;
lines of running stitch, keeping the padding in place, can be seen
on the lining.

Woman'’s robe (entart) of wool twill padded with woollen fibres
and embroidered with silk and metal thread.
Turkey (Kiitahya), second half of the 19th century
Given by Mrs M.H. Rolland
T.30-1943







The weight of heavy, gold embroidered edgings attached to fine
comon or sitk ground fabrics has often meant that fragile courtly
sarments ke this woman's shirt had a short life and were then dis-
casded Iz was common practice in the Indian subcontinent, how-
ewer, o recycle costly and elaborate edgings on another garment,
therchy prolonging their useful lives. The embroidered edgings on
thes sharr cuff. which is also used around the neck and hem,
mciedes slver-gilt domed sequins, ribbons of metal-wrapped
theead and stmips of beaten gile silver. The pristine condition of this
shrs smeecsts that it was never (or very rarely) worn, and it has been
peeserved i the collections of the Indian Museum and then the
W&A ance 1855, The neckline is illustrated on p. 27.

Woman's shart (kurta) of cotton, with silk and metal embroidery.
Pakistan (Lahore), ¢.1855
6157 (IS)
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Applied ribbon of gora, made of thin strips of flattened gold wire
woven together with silk or cotton thread, is traditionally a very

popular form of decoration in northern India. On this bodice, it has

been applied as flat strips, in zigzag patterns and as cut-out leaf
forms, with additional bands of tightly folded gora adding emphasis
to the front panel and the edge of the cuffs, shown here. This type
of green silk ground fabric was particularly popular in Panjab and
northern Rajasthan in the nineteenth century. This blouse would
be worn with a full skirt and a large head-cover to cover the head
and upper body.

Woman's blouse (choli) of red and green silk with applied metal
ribbon (gota).
India (Panjab), 1867
05465 (1S)






The fashion for this kind of cuff came in around 1900. The style
represents a departure from both the straight sleeve end and the
horse-hoof cuff seen on Chinese clothes elsewhere in this book.
Thus particular jacket dates from 1915 when the donor was a young
woman hving in Shanghai. Although Mrs Roney used this jacket
herself, there s little to distinguish it from those worn by Chinese
women at the same period. The bright green silk, patterned with a
design that must have seemed modern at the dme, is set off by
the machine-made openwork edging in shades of black, beige
and whate. This was probably manufactured in Switzerland and

imported into China. The Chinese tailor may have had it in stock
or his customer could have purchased it herself and asked him to
incorporate it into the design. The edging goes around each cuff
and also round the neck, side fastening and hem. The shape of the
hem, a more pronounced curve than the sleeve ends, is also a new
feature of the early twentieth century. The lining, not visible in this
detail but seen at the cuft edge, is an antidote to the green being
made of ivory floral damask. This type of jacket was generally
teamed with a black silk skirt.

Woman’s jacket of woven silk.
China, ¢.1915
Given by Mrs M B. Roney
FE.64-1997






This wide sleeve, here seen from the back, is gracefully shaped
where it joins the body of the robe. The cuff end is decorated with
an applied band of embroidery. The style of these sleevebands
varies, but they always provide a contrast to the garment either in
colour, technique or motifs. Here, although the disparity is evident,
white floss silk is used for some of the embroidery adorning the
cuffs and for the flowers on the main body of the robe, which gives
a visual unity to the garment. This sleeveband, in mid-blue satin, is
also embroidered with multicoloured vignettes of animals and birds

in seed stitch, a type of knot stitch that adds some depth. The
embroidered bands attached to the right and left cutfs do not match
each other, the coloured creatures being different on each side.
Sleevebands were created in the domestic sphere as well as in pro-
fessional workshops. We have no evidence to suggest whether
bands were designed for particular robes or whether a ready-made
band was chosen to suit the garment. On this robe, in addition to
the embroidered band, there are three narrow warp-patterned rib-
bons and a black satin bias edging.

Woman's robe of embroidered black silk.
China, 19th century
Given by Mr F. Twyman
T.26-1958
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Japanese robes are differentiated by their style of sleeve. Those with
small openings at the wrist are known as kosode (see p.136), while
robes such as this, with a wide wrist opening that extends along the
entire width of the sleeve, are called asode. This kind of large, loose
sleeve allows for a layered look as the edges of the garments worn
underneath are revealed at the sleeve opening of the upper gar-
ment. Voluminous dsode, made of stiff, woven fabrics, are worn at
the imperial court. This garment is a kariginu or ‘hunting cloth’ (see
p-32). To allow for maximum ease of movement when drawing a

—
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bow on horseback, the double width sleeves are attached to
the body of the garment only at the upper back and the cords
threaded along the cuffs allow the sleeve to be gathered up. This
example was made in the second half of the nineteenth century, by
which time kariginu were no longer worn for hunting, but as part
of the everyday costume of court nobles. It is a summer garment,
the open structure of the gauze making it perfect for hot, humid
weather. Worn over other robes, the transparency of the cloth
would have created a shimmering effect.

Man’s court robe (karigini) of silk gauze.
Japan, second half of the 19th century
FE.157-1983
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This type of embroidered and edged cuff was worn by people of
Manchu origin. They introduced it to China when they took
power there in the seventeenth century. The Chinese term for this
shape of cuft is translated as ‘horse-hoof’, an appropriate name
because both Manchu men and women were skilled horse riders.
There is no suggestion that this particular garment was worn for
riding even though the cut of the cuff might well be convenient
for holding reins and protecting the hands at the same time. The
cuff is in contrasting material to the rest of the garment, a common
dressmaking feature of ladies’ robes from this part of the world for

some centuries. There are two bands of coloured silk embroidery
on black satin and, although both bands have the same design of
flowers and butterflies, each is on a slighter different scale. They are
edged in a braid of gold-wrapped thread and a strip of woven gold
silk. The rest of the gown, which may date from the eighteenth
century, is quite different, being made from a soft yellow satin
embroidered in a limited palette of pale blues and white. It has a
tloral theme, like the cuffs, and a vertically striped hem of the kind
seen throughout the eighteenth and nineteenth centuries on both
men's and women's clothes.

Woman's robe of embroidered silk.
China (Manchu), 18th and 19th centuries
Bequeathed by Dame Ada Macnaghten
T.52-1970

78






e

|

-

s
—
| |
f
INIRIRgLigH

The straight sleeve of this dress 1s made from two types of cotton
cloth: the panel which forms the under part is plainweave while the
upper was woven with a pattern of small diamonds and then almost
entirely covered with embroidery. The use of two different fabrics
suggests that the embroidered panel was either re-used from an
older, worn-out dress (which was a common practice) or that it had
been purchased. When the sleeve is worn extended to its full length
the lower edge is trimmed with just a bright red strip of plush.
When it is turned to form a cuft, however, another world is
revealed.

The lower part of cach sleeve has been faced with a band of cot-
ton velvet richly embroidered with wool and trimmed with a metal
braid, pink glass beads and pink sequins. Large white stitches hold
the facing in place and can be seen between the braid and the red
fringe. These decorations were mass-produced in large urban cen-
tres and followed the prevailing fashions. When they are found on
the traditional dress of peasant communities, it is usually in small
quantities because of their relative expense. The wearer of this dress
did not have enough embroidered velvet to make complete facings
and there is a 3.5cm (1% inches) gap on the inside of each sleeve.

Woman's dress of cotton embroidered with wool.

Macedonia (Skopska Crnagora near Skopje), 19th century
Given by Mrs Lucy Duke Kinne
T.264-1990
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These elegant trousers were collected in Singapore in 1855. They
are made up of two of the most elaborate types of cloth woven in
the Malay Peninsula — silk patterned with weft ikat and silk with
“upplementary weft decoration of gold-wrapped thread (songket).
The songker panels are attached to the lower edge of the trousers at
approximately knee level, probably to give additional strength to
the garment as well as to show off this costly fabric. Although the

Man'’s trousers of silk with weft-ikat
and gold-wrapped thread decoration (songker).
Malaysia (probably Trengganu), mid 19th century
5645 (IS)

flamboyant decoration on these trousers may suggest that they were
intended for a woman, it was only in certain areas of Mushm
South-East Asia that women wore trousers rather than the =ase
tional tubular skirt, and the Malay Peninsula was not one of s
The ikat-patterned fabric here shows the influence of Indias =i
cloths, especially the double-ikat patola, on local South-Eze Saus
textile design.
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These trousers are made of fine striped silk fabric, and are cut loose
around the waist and thighs, but taper to a close-fitting lower sec-
wom that 5 typical of the Indian subcontinent. This narrow section
would ofien be wrinkled up to the knee in a style called churidar,
wiich means ‘with bangles’. In more recent times, this narrow leg
secmon would be bias-cut to give a more clinging effect, but
surmviving mineteenth-century trousers all seem to have straight-cut
feze On this pair, the decorative effect is concentrated on the
smple but elegant embroidered cuff. The trousers would be
worm with 2 long, straight shirt, probably also with embroidered
decorstion.

Woman's trousers of silk with embroidered cuffs.
Pakistan (probably Sindh), mid 19th century
6047 (IS)
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This detail shows the long edge of a sari, perhaps the best known
item of dress from Asia. Many women who live in the Indian sub-
continent, or who have their roots there, continue to wear this
draped garment and it is subject to frequent fashion changes and
regional variations. This sari is an example of cross-cultural inter-
change. It was made in China for the Parsi community, today a
much-dispersed group of people originating in present-day Iran.
They settled first in Gujarat where they retained their distinctive
culture and set of beliefs although Parsi women adopted the sari
there. The black ground of this piece, together with the use of
Chinese embroidery, are clements that distinguish it specifically as
a Parsi sari. Silk gauze, as here, was a favoured material and purple,
as well as black, was a commonly occurring colour. In many cases,
the edging on these Parsi pieces is applied separately, yards of satin
ribbon being embroidered by Chinese artisans for this express
purpose. Here, however, the edging is embroidered straight onto
the sari silk.

Woman's sari of embroidered silk.
China (Indian Parsi community),.first half of the 20th century
Given by Sir Harold E. Satow
T.24-1967
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The side seams of this robe barely extend below the hips and from
that point downwards the back and the front panels are separate,
opening to reveal the trousers which would have been womn
underneath, and to show their own lining of blue silk damask. An
imported European furnishing fabric has been used. The ground of
the damask 1s moiré — an effect produced by using heavy rollers to
mmpress a watered pattern on the ribbed ground.

The silk used for the robe was woven with a fine stripe at wide
mntervals and a meandering floral stem has been embroidered in the

intervening spaces. This pattern was first printed with dark ink,
which can be seen clearly in many places, and was then embroi-
dered using a tambour hook. Tambour work is only possible if the
fabric is held very tightly in a frame. It takes its name from the
French word for a drum because many early tambour frames were
drum-shaped; it is a quick method of covering the ground with a
fine chain stitch. The completed length of woven and embroidered
silk was then cut into appropriate pieces for the robe. It has been
edged with a loose metal braid.

Woman's robe (entari) of striped silk embroidered with silk.
Turkey, 19th century
Given by Mr and Mrs John Makower
T.197-1964
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This is a gown to be seen in and to be admired. It is said to have
been worn by a bride as part of a wedding ceremony but it is not
designed for movement and not necessarily for close inspection.

It is made from a length of green silk on which a floral pattern
was printed or drawn and then embroidered with couched metal
thread and lines of glittering sequins. The silk was cut into the
pieces required for the robe — cutting and seaming through
the embroidery. In an age and culture where hand-decoration
is expensive, this scems like sacrilege but it is not an uncommon
practice where labour is relatively cheap. The edges have been

A

R0

decorated with an claborate trimming of metal thread, which has
been twisted and stitched into a complex floral motif. There is no
backing and so the trimming is floppy and as it inevitably falls to
one side it reveals the unsightly tacking stitches that hold the indi-
vidual metal threads in place. But this is a presentation gown, in
which the wearer was expected to stand perfectly still. This style of
garment is designed to trail on the floor, with each panel clegantly
arranged over and around her feet. Immobilized in this way,
cach part of the trimming could be carefully adjusted to create a
breathtaking vision of green and gold.

Woman’s gown (entari) of silk embroidered with metal thread and sequins.
Turkey, ¢.1900
Given by Miss Inés de Vaudry. This gown belonged to her mother,
Princess Eff-keen-Oskanyan, a member of the Armenian Christian
community in Istanbul.
T.96-1954
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Despite being covered with tghtly packed flowers worked in
couched metal thread, the silk pile of this purple velvet coat has
almost completely disappeared. This is unlikely to have been caused
by wear and tear — the raised embroidery would have protected it
— but the silk may have been treated with a substance that accident-
ally accelerated the natural process of decay.

The repeating pattern of gold flowerheads linked by short stems
is rather subdued but it provides a solid pattern to contrast with the
dramatic swirling silver cords which form the edging. In fact the
metal thread used to create the flowers is not gold, nor even gilt; it

is silver strip wound around a yellow silk core with several strands
twisted together to form a cord.

The applied woven braid is also silver but appears to have a golden
sheen when it is placed next to the pure silver colour of the edging.
This has been made by stitching silver thread in a chevron pattern
onto dark red silk cords. The cords were coiled into fluid swirls,
secured by stitches on the reverse and then attached to the edge of
the coat. A small square of woven braid has been inserted from the
back to fill in gaps formed by the wave-like undulations which
themselves have been edged with a row of tightly coiled silver cords.

Woman's sleeveless coat of silk velvet embroidered
with metal thread and applied braid and cord.
Serbia, second half of the 19th century

895-1902
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Adding embroidery to silk velvet, which is one of the most sump-
tuous fabrics, is like gilding a lily — it seems unnecessary, but few
can deny that the results are astonishing. This red velvet jacket has
been smothered with gold thread, laid on the surface in intricate
interlacings and secured to the velvet by minute, almost invisible
silk stitches. The use of the couching technique ensured that no
expensive metal thread was wasted by being taken through to the
reverse side.

A short line of yellow tacking stitches can be seen a little way in

from the right hand edge of the image. These were used as a first
step to mark out the main areas of the pattern and were often left
in place when the embroidery was finished. Pins would have been
used to secure small areas of metal threads in their convoluted swirls
until they could be couched in place. Because velvet is a pile
fabric it is difficult to mark a pattern onto it for the embroiderer to
follow. At best only the general outlines could be given, so
although the pattern on the two front panels is very similar, they
are not identical.

Woman’s jacket of silk velvet embroidered with metal thread.
South-eastern Europe (probably Athens, Greece),

mid 19th century
T.773-1919
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There is a lot of movement in the shape and decoration of this
waistcoat, every cutting line and every line of decoration is curved.
It fastens with a single hook and eye at the bottom of the V-shaped
neck and then both front panels fall away on the diagonal across
what must have been the strong barrel-chest of the man for whom
it was made. The white felted wool has been cut to form three
points down the front and several rows of black silk cord have been
attached to the edge and twisted to follow the contours. When the
waistcoat was made, the edges were faced with woollen braid

which survives beneath a later white silk lining, part of which can
be seen beyond the cord edging.

The thick silk cords used to decorate the front panels have a pro-
nounced twist, giving it a rope-like quality but despite this it forms
flowers and leaves of surprising liveliness. Enough of the white
ground shows to provide a contrast to the sombre black silk and the
curving lines, which enclose a meandering stem of leaves, prevent
the tightly packed flowerheads from becoming monotonous.

Man’s waistcoat of felted wool embroidered with silk cord.
Montenegro, 19th century
Given by George Hubbard
T.182-1928
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This crisply embroidered woman’s jacket is cut in typical Burmese
fashion, with projecting side flaps over the hips and a rectangular
panel behind the front opening. The quilted cotton embroidered
with yellow silk suggests the influence of eastern Indian embroi-
deries, and may indeed have been done by Indian embroiderers in
Burma. Some elements of the pattern, like the ‘twisted rope’
design, are more recognizably Burmese and recur on the multi-
coloured Burmese woven silks called acheik or luntaya. These
patterns are used to follow the outlines of the edges of the jacker,
giving more emphasis to the angularity of the garment’s corners.

Woman'’s jacket of cotton embroidered with silk.
Myanmar (Burma), mid 19th century
5631 (IS)
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Elaborate velvet and gold-encrusted jackets and coats were very
popular as court wear in nineteenth-century Burma. This flamboy-
ant jacket, made for a military official of the court at Mandalay.
combines elements of European and Indian dress with a tradidon-
al Burmese cut, with its projecting side-panels and separate front
panel (like the other Burmese garment on this page). The embroi-
dery, in which silver-gilt sequins are formed into rosettes, is very
reminiscent of Indian zardozi work, and was probably done by pro-
fessional Indian embroiderers, either in India or Burma itself. This
Jacket was teamed with a long, sleeved robe of deep red velvet (also
in the V&A collection) and a spectacular “cloud-collar” with points
that stand up from the shoulder.

Man’s jacket of velvet with woven gold edging and sequins.
Myanmar (Burma), (Mandalay), ¢.1880
Given by Mr H.D. Colt
1S.256a-1960
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The edges of this diaphanous blouse are decorated with a lavish
edging strip of crimped gold ribbon (gota), a fringe of alternating
zold and silver tinsel and tny beads sewn onto silk strips in floral
and leaf parterns. The elaborate embroidery of this edging is par-
wculardy remarkable in comparison with the incredibly delicate
green silk ground fabric. which has perished in many places, partly
because of the weight of the embroidered borders. This style of

T
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bodice, with a halter neck, is called an angia, and this example was
acquired as part of the so-called ‘Queen of Oudh’s costume’. This
was actually more likely to have been worn by a young dancer than
a noblewoman of Avadh, known to the British as Oudh. It was
worn with a long, diaphanous over-shirt. a large veil covering the
head and upper body and wide-legged trousers.

Woman’s bodice of silk with gold thread and bead edging,
Northern India (probably Lucknow), mid 19th century
5838 (IS)
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Tailored jackets for both men and women were introduced into
the islands of South-East Asia with the spread of Islam, although the
shape of this twentieth-century kebaya also shows some Western
influence in its waisted shape and decorative edging. Jackets like
this are traditionally worn particularly by Javanese and Malay
women. Lace was a favourite edging material, but here this has

been emulated in an elaborate cut-out and embroidered openwork
design which is perfect for the airy coolness of tropical dress. The
kebaya is often worn over a simple breast-cloth and is traditionally
fastened with a set of three decorative brooches down the front,
which draw the two edges together, with the long front panels
hanging down over a wrapped sarong.

Woman's jacket (kebaya) of cotton with cut work and silk embroidery.
Indonesia (Java), early 20th century
Given by Jonathan Hope
1S.122-1983
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This detail 15 a carefully executed example of curwork, a technique
wsed in China in the early years of the twentieth century. It appears
ar the comer of the jacket hem. It is composed of a cutaway sec-
mon, and 2 filled-in section, both in the form of a butterfly, sewn
down onto 2 pale mauve silk insertion beneath. The edges are neat-
emed wath black piping. This butterfly decoration, repeated on the
sppesne e and on the back as well, slants across the comer. The
S Sy esiemes bave been applied so as to reinforce this diag-
ol el sl Sunpesier diucy create micresting shapes and spaces. The

detail, while decorative, adds some weight to the garment’s edge,
preventing the jacket from riding up when worn. This jacket is part
of a suit. It is teamed with matching trousers, both garments being
made from purple silk sprigged with white blossoms and edged in
a bright blue satin. Matching suits like this one are a phenomenon
of the late nineteenth and early twendeth centuries and were
designed for young women. After marriage, women tended to
wear a wraparound skirt over the top of the trousers.

Gard's jacker of resist-dyed silk.
China, eardy 20th century _
T.124-1961
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This detail exemplifies the meticulous attention that skilled Chinese
artisans paid to the borders of garments. The entire robe is framed
with several different trims, which cohere visually because they are
confined to shades of blue, black and white. The part of the gar-
ment pictured is the trimming for the side slit, always the site of the
Sensest decoration on Chinese women's clothing of this type. It
sccentuated the sway of the hips as the wearer walked along, often
e bound feet. The wide band, densely covered with blue embroi-
Sy, goes along the hem, turns the corner with a neat mitre, and
e blossoms out into a curlicue shape just above the side-slit

opening. The curl is stretched over, and stuck down onto, a cotton
base cut to shape and covered with paste. The paste also helps to
bond the underside of this now stiffened scroll to the ground mate-
rial and 1t is sewn down as well. This band is sandwiched between
narrow bias-cut satin lengths in blue and slightly wider ones in
black. The tiny blue edgings are folded and tucked under the wider
bands and manipulated skillfully so that the blue always retains an
even width throughout. A similar, though narrower, embroidered
band is applied inside the broad band and 15 itself flanked in blue.

Woman's robe of embroidered silk.
China, 19th century
Bequeathed by Mrs S.G. Bishop
T.2-1957







This distinctively cut jacket is worn as Nepalese court or official
wear, paired with trousers of the same material. A similar form also
occurs with sleeves. This jacket 1s made of an unusual glazed cot-
ton fabric, quilted all over and with a larger, gecometric quilted pat-
tern forming a border. The origin of this style of garment is unclear,
but is probably to be found in northern India. Coats and jackets
with side fastenings are widespread in both India and Tibet, Nepal’s
closest neighbours. However, a Tibetan garment would normally
use a button- and loop-fastening as a closure, while fabric ties like
those on this garment are the more common means of fastening in
India.

Man'’s jacket (labeda) of glazed and quilted cotton.
Nepal, early 20th century
Given by Mr G. Haythornthwaite
[S.79-1988
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This coat is made of thick woollen cloth woven in the far north-
west of Pakistan, where the severe winters and high altitude make
warm clothing essential. The decoration on this garment is a sim-
ple embroidered pattern of circles and crosses, but more elaborate
designs on hats and coats from the same area point to a close rela-
tonship with similar garments -from the neighbouring Central
Asian republic of Tajikistan. The Central Asian connection is also
reinforced by the cut of the coat, which is basically that of the
open-fronted choga (see p.30 for another example). This coat, how-
ever, only has a very simple border decoration, in contrast to the
colourful contrasting linings and borders often seen on more elab-
orate, urban chogas.

Coat of wool with embroidery.
Pakistan (probably from the Upper Chitral Valley, North-West
Frontier Provincee), 20th century
15.37-1996
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sps surprising that the beautifully embroidered panels on

ket are on the lower half of the back of the gar-

n in a prominent position on the front, which is
smsely decorated. The colourful edging to the side seams
gmng

m this detail) also alleviates the plainness of the main part

of the garment. The women of the Akha tribe of northern
Thailand would wear it with a gathered skirt, leggings decorated
with appliqué strips, a simple under-blouse and an elaborate head-
dress covered with silver ornaments and beads. This splendid

ensemble would be worn every day, not just on special occasions.

Woman's jacket of cotton, embroidered with silk.
Northern Thailand (Akha tribe), 20th century
IS. 75-1990
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wsere wn the world, This one is from the Philippines, and is worn
wommen of the Maranao people of Mindanao, the southernmost

s of the Philippines. The brilliant magenta and yellow bands,

NG Of ONC

- sole prerogative of royalty, are typical of the region, as are

and dresses are worn in many parts of Asia and else-

the mpestrv-woven strips that join the pieces together horizontally

and close the vertical seam. This technique, although woven by
Mushm weavers in this case, appears to be a product of trade with
China, where kesi, a similar technique, has a very long history. The
designs on these tapestry-woven strips, however, reflect the Islamic
love of geometric and stylized patterns rather than Chinese motifs.

Woman's tubular skirt (malong landap) of silk,
with silk tapestry-woven strips.
Philippines (Maranao people, Mindanao), 20th century
1S.40-1997
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I = clsborately embroidered dress is a compendium of the differ-

strches used by Baluchi women. These range from a minutely
wed mterlacing stitch to the relatively large-scale herringbone
used on the green and yellow stripes that frame the embroi-

dered areas and conceal the seams running down the front of the
garment. The variety of coloured silks used for the embroidery is
also exceptional, and the line drawings reveal the whole garment to
be a surprisingly complex patchwork of panels.

Winmon 3 dress nasifl pf sk eopfrondered with sk shreos
Pakistan (Baluchistan\. late 19th ot early 20th censany
SErven oy TS hona S ndneaty
18.33-1969
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The claborately picced construction of this jacket recalls the

patched robe (kesa) traditionally worn by Buddhist monks in many

=5 of Asia, although here the ‘patches’ are pieces of expensive

Chinese and Russian silk and metal-thread brocades. This garment
= part of a complete outfit that reputedly belonged to the last of the

‘ellow-Hart abbots of the Monastery at Tengyeling, Lhasa. He had
been smplicated 1n a plot to assassinate the thirteenth Dalai Lama

and the monastery was closed down. The abbot’s costume also
includes a long wrapped skirt, a scarf, a sleeved inner jacket of but-
tercup-yellow corduroy, a wallet and flask, a pair of high felt boots
and one of the distinctive tall yellow woollen head-dresses that
gave the sect its name. The flamboyant projecting shoulder of this
Jacket is typical of Tibetan monks’ outer garments and is outlined
with elegant blue silk piping.

Tibetan abbot’s outer jacket of wool,
with silk and metal-thread woven panels,
Tibet (Lhasa), late 19th or early 20th century
IM.92¢-1930
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detail here shows a pieced section of a jacket that was made
1 in the south-west of China by the Miao people. It is the
of the sleeve. The entre jacket is fashioned from pieces

of @ik cotton and wool, some of which are densely embroidered.

- Ll

preces of matenal, later made up into jackets, were easier

SO WO

to pick up and work on as they moved about their
homes domng domestic chores. The part pictured is, in effect, a
paschwork wathin 2 patchwork. The detail shows triangles of dif-

aETemi Tosourcd

T4

plain and vellow-spotted resist-dyed cotton as well

»red

stmped wool. Arranged in a pattern of concentric diamonds,

the patchwork is outlined with a broad band of red wool to which
a zigzag stitching line in blue has been added. Folded appliqué
strips, in bands of white, red and blue, mark the edge of the trian-
gular patchwork section towards the shoulder. The many different
techniques employed on this jacket attest to the versatility of its
maker; all Miao clothes are showcases for several technical skills.
The donor of this jacket was Britain’s consul general for this area of
China at the beginning of the twentieth century and he acquired
the jacket himself from a woman who had reportedly taken two
years to make it.

Woman's festival jacket in cotton, silk and wool.
China (Miao people), early 20th century
Given by Mr B.G. Tours
T.78-1922

118







Fine blue cotton, which can be tightly gathered, has been used to
form the upper part of these trousers. It re-appears at the bottom
where it is gathered into cuffs at the ankles. In between a coarser,
stronger blue cotton has been used — less suitable for gathering but
undoubtedly harder wearing.

Coloured strips of fine cotton embroidered with a lace-like pat-
tern in red and white and in red and black have been sewn togeth-
er and then attached to the coarse cotton legs. The seams between
the strips have been disguised by laying red or black silk threads
along them and stitching them in place with white silk through
both thicknesses of fabric. The small rosettes within the lace pattern

were also embroidered through both thicknesses.

Pieced strips of block-printed cotton have been used on the
inside of each leg, partly because they would not show and print-
ed fabric was cheaper than embroidered burt also because the inner
leg is subjected to much wear and tear. If you look at the black strip
to the right of the printed ones, you will see that a patch of plain
black cotton has been sewn on top of the lower part. This is
because the lower half of the embroidery has worn thin and torn
in places. Printed strips along the inner leg would have been cheap-
er to replace than embroidered ones.

Women's trousers of cotton, embroidered
with silk and block-printed cotton.
Iran (Zoroastrian community), 19th century
IS.9A-1954
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Ths cost s made of local felted woollen cloth, with panels of
Chimese silk damask around the armholes. The deep red fabric is
of garments made for Tibetan monks, but the cut of the gar-
sm¢ does not conform to the usual monk’s wardrobe, in which

s and jackess often have exaggerated shoulders (see p.117 for
- use of striped cloth with painted crosses may also

s=esr that this is more likely to be a woman’s outer garment.

Striped woollen cloth is traditionally associated with women'’s
aprons, and the additional crosses have probably evolved from a
type of woollen cloth that is patterned with irregular tie-dyed cir-
cles with cross-like motifs in them. The coar was acquired in
Sikkim by the celebrated plant-hunter and botanist Joseph Hooker,
who travelled in the Himalayan region between 1847 and 1851.

Woman’s coat, wool with silk panels
Tibet or Sikkim, ¢.1850
Given by Dr (later Sir) Joseph Hooker
240-186Y
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The armst Chunghie Lee (b.1945) makes great use of Korean patch-
work sechnigues in her work. Sttched together with differently
el preces of silk zauze, these multicoloured trousers were made
%o Be wom with the dark rurquoise jacket depicted on p.44. In
Eores parchwork was already being made during the Choson peri-
od (AD 1392-1910). when 1t 15 especially seen on wrapping cloths
pwas. Iypacal of Korean patchwork is the use of geometric
shspes. wworked together in intricate asymmetric patterns of con-
msome colours. The women who traditionally made wrapping
lochs and ocher sems using patchwork techniques had no formal

Il

training, but instinctively created beautiful fabrics using old scraps
of cloth. Customarily a Korean woman’s dress consists of a short
jacket with a long, full skirt fastened just below the breast. The
shape of these trousers, however, imitates the pantaloons that
women began wearing under their skirts during the Choson peri-
od. With their wide waistband, side fastening and voluminous
shape, the trousers closely resemble their earlier counterparts, yet
the patchwork design, with its effect of contrasting colours and tex-
tures, creates a very modern feel to the garment. Pictured here is a
detail from the lower right leg.

Woman's trousers of silk gauze.
Korea, 1995
By Chunghie Lee (b.1945)
FE.281:2-1995
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The Large pieces of commercially produced cloth, probably import-
& which have been used to make this robe are in sharp contrast

2 th

%0 the marrow hand-woven strips which can be seen on pp.146 and
15 The ame required to construct this garment would have been
reduced because of the greater width of the fabric but any saving
=xade

i -t

mught have been offset by the cost of using imported
goods. Fewer seams do not necessarily mean less cost.

The verncal inserts from the hem hardly alter the shape of the
sobe. addng only a very slight curve, but the tailor turned them

———

w0 2 Secomstve feature by introducing different fabrics. The main
) 2

fabric of the robe is a white cotton woven with a pattern of small
dart-like triangles. The inserts have been cut from white cotton of
similar weight, woven with different patterns. From the left, the
first insert has a large zigzag pattern; the nexe has a smaller-scale
zigzag, which is followed by an insert with a pattern of leaves and
the right-hand insert has been cut from the same fabric as the robe.
This insert has been turned so that the design lies in a different
direction.

The woollen threads used for the embroidery were only loosely
twisted and have relaxed giving a matted effect rather like felt.

Man'’s robe of cotton embroidered with wool.
Northern Nigeria (Hausa), early 20th century
Circ.125-1966

126



- ——— s B o by —— -——— 1 tE =3 - RPN SR (W s mem l.‘n B - E———————— - . R R e e — ——T

e A
Y

\ . A

Ty TRUETE T T TR R RN R TR




Seemy Pacific salmon. each weighing between 6.8-9kg (15-20
pounds). were used 1o make this coat. Their skins have been sewn
sosether with sinew, using the natural shape of the salmon to cre-
== 2 subde deconative pattern of seams. The front of the coat is
pi=n bur the upper back s covered with a patchwork of overlap-
peme scale-Bke pancl each decorated with applied skin. The
smoeh smmer side of the salmon skin has been used for the appliqué
amd Bos been pamnted red. black or blue and been stitched in place

This coat is unlined and there are no fastenings at the front, sug-
gesting that it was unused when acquired by the Museum. Similar
garments in other collections often have three metal buttons which
fasten into leather loops and sometimes they are lined with cotton.
The skins of animals, in this case fish, make effective wind- and
rain-proof garments which can be vital to human beings who live
in dangerously cold environments. They are also an cffective and
inventive use of natural resources.

Woman’s marriage coat of salmon skin.
Ruussia (the Amur Basin, eastern Siberia), ¢.1900
626-1905
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This skirt belonged to a woman of the Banjara community. The
Banjara (also sometimes called Lambadis or Lambanis, among many
other local names) are an itinerant group who were formerly bul-
lock-transport carriers to the Mughal army and, later, the Briush.
MNow that improved road and rail transport have made them redun-
dant in that sphere, they are often employed in road and building
work with the women dressed in distinctive, brightly coloured
othes like this skirt (and the matching blouse shown on p.206).
The use of appliqué and mirror embroidery are typical of the
Banjara women's dress: this one uses mirrorwork at the waistband
2« well as a variety of applied fabrics to decorate the hem. These
include factory-made striped shirt material and a simple printed
cotron fabric to line the inside of the hem.

Woman's skirt of cotton, embroidered, printed and appliquéd.
India (Karnataka)
Acquired in Bidar, Karnataka in 1932
Given by K. de B. Codrington
IM. 47-1933
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This subtly decorated jacket is part of an ensemble that includes a
gathered skirt, separate leggings and a tall hat decorated with beads.
It was made by a woman of the Akha tribe. The®Akha originally
came to Burma from Yunnan in south-west China, and a Chinese

influence is evident in the scrolling appliqué work in these panels
at the bottom of the back of the jacket. Much of the decoration of
the jackets of these hill tribes is on the reverse of the garment (see
also p.108) while the front is left relatively unadorned. This one is
also decorated with two long, swinging ropes of beads and seeds
which hang at each side.

Woman's jacket of cotton with appliqué and beaded tassels.
Myanmar (Burma), (Akha tribe, Southern Shan State),
early 20th century
Given by Mr R. Grant Brown
IM.77-1922
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CONTRASTING FABRICS, LININGS AND POCKETS

Thus panel of fabric is applied to the back of a man’s jacket from
castern Burma. The woven silk is Chinese and the printed floral
matenal 15 European, probably English. These two imported fab-
rics, spaningly used as decoration on this rather plain jacket, make a
smking contrast to the traditionally Burmese cut of the garment.
The panel cuts across its two contrasting halves, the upper one of
plain dark blue cotton and the lower one patterned with a dense,
= woollen woven design. Cowrie shells are used to highlight the
decoranve panels. These are a common auspicious decoration on

of the jacket 1s placed in two halves on either side of the unadorned

carments in many parts of Asia. A corresponding panel on the front

front opening. ¥ W alL
T ~ i, B < T
Man's jacker of cotton, with silk and cotton pancls, applied +*+ $+ T

+ + 4

cowrie shells and wool. j+—
Myvanmar (Burma), (Akha tribe, Kengtung, Shan State),

late 19th century
IM.147-1929

Trousers began to be widely adopted in South-East Asia with the
spread of Islamic culture across the region, often replacing local
wrapped waist-cloths like the sarong. These short, loose trousers
show the influence of the Persian and Turkish shalivar, although the
bold striped silk fabric is more typically Malay. The waistband,
which has two neatly bound slits through which a tie would be
threaded, 15 lined with a European printed cotton fabric, which
makes a striking contrast to the striped silk. European, especially
English, printed cottons were favourite fabrics for linings and dec-
orative trimmings throughout India and South-East Asia during the
nineteenth century, often in combinations that scem incongruous
to us today (see also the jacket above).

Man’s trousers of silk with cotton lining.
Malay Peninsula, mid 19th century
05647 (IS)
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1z of this Tibetan robe is made from two different
blue silk with a design of Buddhist motifs is edged
caning cloud bands and dragon roundels. These rich
n 10 have been especially favoured in Tibet. The

s of the designs on these lining silks is small and contrasts with
the Lmpe-scale dragon moaf curling up the front and back of the
ouEads

¢ the garment. This yellow dragon silk as well as the blue

materials were all woven in China, a regular source

T

of fine textiles, not only for Tibet, but also for other Himalayan
Buddhist states. This Tibetan robe echoes the design on dragon
robes worn in China by male officials of the imperial bureaucracy
and it would have played a similar role in Tibet. The wearer is like-
ly to have come from one of Tibet’s noble families who were
obliged to reside in the capital, Lhasa, to carry out governmens

duties. This detail shows the inside of the front overlap section tha
fastens across the chest.

Man’s robe of dragon-patterned silk.
Tibet, 19th century
T.96-1966
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Jipanese kamono often have striking linings which are tantalizingly
sh=msed at the hem as the wearer walks along. Some linings are
moe dessemed to be seen at all, but to wrap the wearer in secret lux-
&y, smspecous monifs or in designs that reflect her or his personal
tase. In this Bimono the delicate design of plum blossoms on the
wemside contrasts with the bold combination of lime green and
Sste ed on the inside. The green silk has been woven with a pat-
Semm that sepresents nppling water, the curving shapes echoed in the
Sl of ths fabric on the red crepe which is embroidered in gold

with scattered flowers. Kimono are more correctly known as késode,
which means ‘small sleeve’, a reference to the opening at the wrist.
The sleeves on this example are very long, indicating that it would
have been wom by a young, unmarried woman. It has a large
padded hem and was designed as an outer kimono for winter wear.
The plum motif is a popular design for such kimono as this tree is
the first to bloom in the new year. The theme on the lining, of
blossoms falling by a riverside, is also suggestive of the coming plea-
sures of springtime.

Woman’s kimono of woven silk, lining of woven silk
and embroidered silk crepe.
Japan, second half of the 19th century
Given by T.B. Clark-Thornhill
T.78-1927
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15 5 2 hning which does little to support the shape of the gar-
ment or to make the wearer more comfortable but it does create a
gue anexpected effect on the right side of the coat.

O the inside edge, there 1s a facing made from diagonal blocks
of Wik and then there are dozens of silk squares, some slashed along
e wides and some with holes roughly chopped in them. Each
square has been trned to form a diamond, lined up on the diago-
wal and oversewn with red silk. The stitches holding them in place
Save been taken through to the right side of the coat where they
Somm 2 srong and irregular pattern of adjoining diamonds.

There are no fastenings and so the front panels would have

opened as the wearer moved, revealing some, but by no means all,
of the silk parches.

Woman's coat of cotton embroidered with silk.
Galilee, late 19th or carly 20¢h century
T.242-1966

Limmes of Induan loxury garments are often given as much atten-
Som s the surface fabric. They may be in a striking contrasting
colowr o 25 here, in a patterned fabric that complements the outer
Sesen In this case, the repeat floral pattern is in gold on the outer
Shec. winle that of the lining is in a softer, yellow floss silk. The
wse of 2 broad border in a third fabric (here, plain red) is also typi-
2l of mosthern Indian courtly wear. This may be a Central Asian
adston. as it 1s used to great effect on the ikat robes from that area.
The Son: of this garment is illustrated on p.13.

Man's robe (angarkha) of silk with gold-wrapped thread.
Pakistan (Sindh), mid 19th century
05648 (IS)
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The prevalence of bright silk linings on garments of this type sug-
gests that the buttercup-vellow damask on this one was meant to
be glimpsed when the coat was worn. The coat itself is side-clos-
ing. The fastenings only reach to the waist, leaving the lower sec-
tion open at skirt level. The lining might well have been exposed
here and at the armholes, which are particularly capacious to
accommodate the robe worn underncath. These sleeveless outer
coats were a feature of Manchu women’s dress (see p.79). Many of
them are dark blue or black on the outside and have applied deco-
ration also in blue. The colour may have been a conscious fashion
choice to distnguish it from the long-sleeved robe beneath. The
lining, taken right up to the very edge of the inside, provides a third
colour contrast.

Woman's sleeveless coat of embroidered silk.
China (Manchu), 19th century
T.127-1966

Time was of little consequence in the making of this coat. It is a
large garment with strangely cut sleeves. The only way they make
sense is if the coat is worn draped over the shoulders or over the
top of the head and the sleeves hang down the wearer’s back.

Every inch of the coat has been covered with floral stripes
embroidered in cross stitch. A tablet-woven band has been sewn on
as an edging and the large red silk stitches holding it in place can be
seen around the edge of the silk lining. Not only was the vast
expanse of embroidery time-consuming to produce but the four-
coloured resist-dyed (ikat) lining required three separate dyeing
processes after which some of the panels were glazed to make them
darker and more reflective.

Coat of cotton embroidered with silk and lined with silk ikat.
Uzbcekistan, second half of the 19th century
T.61-1925
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the softest, silkiest velvet one side and the coolest,
sothest satin on the other. The combination is slightly squashy

= were padded and vour instinct is to brush first one side and

SO Close

against your cheek to experience contrasting tex-

together. This 1s a sensual marriage of fabrics and

&= o be wom next to the skin. However, it has been con-

2 jacket. to be worn over at least one layer of other

ch its self=indulgent qualities are lost on the wear-

the eye and the imagination of the observer.

The cream silk lining is a high-quality dress fabric woven with a
delicate pattern of leaves and flowering stems. There is no added
colour, just a combination of weave structures which reflect the light
in different ways. In contrast, light sinks into the purple velver and is
absorbed by it. Couched metal thread can be glimpsed in the lower
right-hand corner (see also p.18) and while it has reflective qualities,
its hardness is rather unsympathethic.

It is possible that the lining is not original and was added after
the jacket had been brought to England.

Waoman's jacket of silk velvet embroidered with metal thread.

Bosnia and Herzegovina, ¢.1880
Given by George Hubbard and purchased by him in 1884.
T.178A-1928
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Szmping patterns onto cloth was a traditional decorative technique
= morthern India and Iran. It was done with heated metal clamps,
amd was often applied to cotton or silk garments to give a lattce
samern to the material. This would be re-done after washing. The
samme techmique was applied to fabries woven with metal threads,

and the resulung patterned fabric of silver or gold was used in

several types of northern Indian garment, usually used in linings or
edgings, as here. This claborate pattern of flowers within a diamond
shape is derived from a seventeenth-century Mughal design. which
would have been used as decoration on architecture and metalwork
as well as textiles. The front of the same piece is shown on p.183.

Lining of a head-covering (edhni) of cotton and silver filament.
India (Delhi), ¢.1869
803-1869
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fzo-dyed cotton fabrics are synonymous with everyday life in

sth-century Japan. On this cape the popular blue dye has
Seen wsed on both the outer and inner fabrics. One side has been

pamterned with the kasuri technique, in which the yarns are selec-

[=%

T
GVl

prior to weaving. The other side is elegantly striped in

1 with a short upright collar fitted at the neck. The style was

=d from capes worn by Portuguese missionaries in Japan in the

sszecnth century, the name deriving from bozu, the Japanese for

‘priest’, and kappa, the Japanese transliteration of the Portuguese for
‘cape’. The wearing of such capes was originally restricted to mem-
bers of the military samurai class, but by the eighteenth century
other sections of society had adopted it as a travel garment. The
cape is reversible and it was apparently common to wear the striped
fabric on the outside. The inner fabric would be revealed when the
cape was worn with the sides folded back. The garment could also
be worn overlapped at the front, protecting the traveller when it
was cold and windy.

Man’s travel cape (bozukappa) of woven cotton.
Japan, second half of the 19th century
FE.1-1988







Two thicknesses of blue and white cotton have been used to form
the body of this robe while the sleeves, which need to be easily
Solded back and draped, are made from one thickness.

The embroidered decoration on such large robes is traditionally
comcentrated on the large pocket that covers the left breast. In this
cwample the design was drawn in brown ink and then embroidered
woh green silk. The most easily discernible motifs are those deco-
s=ed with massed eyelets, cach small hole oversewn with silk to
geovent fraying and producing a flat, pock-marked surface. The
Somzontal band across the top of the pocket and the five daggers
Saneng from it are worked in pattern darning with the silk thread
Soemng a flat pattern of small diamonds. This design is not imme-
&ately obwious but shows more clearly with the interplay of light
= movement.

At the corner of the pocket is a curved insertion which secures
and remiorces the part most vulnerable to wear and tear.

Man's robe of cotton embroidered with silk.
Northern Nigeria (probably Hausa), late 19th century
Anonymous Gift
T.699-1994
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Pockets imitating the circular openings of European watch-pockets
enjoyed a fashion in northern India during the second half of the
nineteenth century, and are seen in all sorts of male coats and
Jackets. It has even been suggested that the shape has some religious
significance, the crescent moon being a symbol of Islam. However,
it is much more likely that this attractive detail owes its popularity
i India to the strong influence of European styles on formal male
dress. The rest of the coat is in the style of a northern Indian close-
ly fitted coat such as the achkan or its close relative the chapkan, both
of which button down the front.

Young man’s coat of white cotton with applied silk braid
decoration and printed cotton facings.
Northern India, mid 19th century
8261 (IS)
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1= & &5cul to comprehend the scale of this garment: the strips of
seo—cved cotton from which it is made are only 11em (4 inch-
e wade, yer the wadth across the shoulders is 185¢m (73 inches).
The wadth of the sleeve openings is 135¢m (53 inches) — designed
20 ahow coohing breezes to reduce the discomfort of a hot climate.

The pocker illustrated here is very large and is placed over the
Lot breas It s the main focus for concentrated embroidered dec-
oramon. s upper corner has been turned back and secured with
emtwondered mgzags to form the lower edge of a rectangular neck

opening, the double thickness providing some strength to the part
which will receive greatest wear. The embroidery is worked in
minute running stitches with details in chain stitch and small eye-
lets. Although it is centred on the pocket, it spills over onto the rest
of the robe, linking with other embroidered elements.

The size of the pocket and the fact that the embroidery extends
beyond it makes it less obvious as a functional pocket, but when
worn the front layer of fabric would have sagged a little, making its
presence more obvious.

Man’s robe of cotton embroidered with silk.
Mali (Mandingo), 1880s
Said to have belonged to a chief named Bashir-el-Beiruc who
lived in the desert-between Cape Juby and Sageit-el-Hamara.
Given by Najib Kisbany
1110-1898
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Chinese garments did not oniginally have pockets like these but, by
the beginning of the twentieth century, they were being added to
traditional styles. This was a time when Chinese men started wear-
ing western three-piece suits or a mix of Chinese and western
modes. This waistcoat is made from closely woven black ribbed silk
and 1t has a subdued pattern of lattice roundels woven into it. The
pockets have been tailored to ensure there is no break in this
design. The match across the sewing lines is meticulous as is that
across the fold-line at the top of the pocket. This waistcoat has

shoulder seams and the back is cut from one piece of cloth, which,
like the pockets, are a sign of twentieth-century tailoring.
Sleeveless jackets like this were usually worn over long robes and
the slits at the sides allowed for expansion. The garment is versatile
enough to be worn with western clothes and this may well have
been how it was used. It was part of the bequest left to the V&A
by Sir John Addis and, as a diplomat in China, he seems to have
had several Chinese-style garments made especially for him.

Man’s waistcoat of black patterned silk.
China, mid 20th century
Bequeathed by Sir John Addis
FE.129-1983
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At first glance the way this coat is decorated seems so uncompli-

~—a

cated and so simple in comparison with the more intricately pat-

termed sarments in this book that one might think the maker had

cheased Woven braid runs around the edges and covers most of the

spper back as it sweeps down and around the hips, encircling the
s which allows access to a pocket in the underlying garment.

several rows of silver cord which follow the same con-

towrs and are sandwiched between the braid, there was no further

amermnpe 2t adormment.

S look azan at the ‘simple” attachment of woven braid. It has

a weft in which a flat silver strip has been closely wound around a
yellow silk core. While this creates the pattern and the glitter, it also
makes the braid stiff and relatively inflexible. It is easy to stitch this
along the straight edges of the coat but here the maker applied it
around the neck and armholes and, more dramatically, allowed it
to follow the natural curves of the pelvic girdle. This required
mitre-joints at the corners and tight, secure gathering along the
mner curves. Neither is as simple as it might secem and both have
been achieved with great skill.

Woman'’s sleeveless coat of woven silk with brocaded details.
trimmed with applied metal braid and cord.

Bosnia and Herzegovina, second half of the 19th century
Given by H.C. Game
T.142-1928
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Adctn women's dresses (see also pp 68, 112) are characterized by huge pocket in which one’s possessions are mdiscriminately yum-
S cxmmsordinanly long front pocket that runs from waist level bled together, and this does lead to considerable rummaging on the
s o the hem. The pocker is embroidered in the same designs part of the wearer. Money and small items such as keys are usually
= the two font panels of the pashk, while the rest of the dress has carried in a more accessible manner, tied up separately in a small
yery Bmle omamentation. The back of the dress is made of a coarser, bundle at the waist or knotted into a corner of the wearer’s head-
wwore durable fabric than the fine silk or cotton used for the main covering,.

part of the garment. It may seem very impractical to have a single

Woman’s dress (pashk) of cotton embroidered with red silk thread.
Pakistan (Baluchistan), early 20th century
T.42-1912
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Ths & 2 pocket from an outfit that has come to be known in the
west 25 2 Mao suit. The style is associated with the iconic figure of
Mo Zedone (1893-1976) who favoured it partly because of its
capacous pockess. Two small breast pockets, each with a curved,
Sumomed flap, and two larger pockets at waist level are perhaps the
Sessures winch best define this trouser suit. Furthermore, the lower
pockess are dsnncave in that they are expandable. The section of
Sbee forming the pocket is first folded under around the edges to
2 depes of 2cm (172 inches). The pocket is not sewn to the garment
sose thes fold-line but further inside, allowing for its expansion.

Not everybody wore the Mao suit during Chairman Mao's leader-
ship (1949-76) and, among those who did, there were variations in
fabric, fit and colour. It continued to be worn after his death, less
so as the years went by. This suit, for a woman, was made at the
Red Flag Factory in Shanghai. A European visitor purchased it off
the peg at the Department Store in Beijing. She wore it during her
stay there in the early 1980s to blend in with the general popula-
tion at a ume when an international style of dressing was only just
becoming acceptable in Chinese cities.

Woman’s Mao suit jacket of cotton and polyester mix.
China, 1980
Given by Carl and Rosemarie Samuelson
FE.1:1-1997
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I= the sl area across the width of one shoulder, four very differ-
crs embrosdery techniques have been combined. Running along
the mdee of the shoulder and then extending around it is a band of
wiuee Enen migzageed lines on a background of red silk. Running
slome exther side of the shoulder ridge are panels in which only the
backsound has been embroidered, leaving the pattern in reserve —
e plasn white linen cloth of the blouse forming small flowers (see
g 162 Below these panels are isolated motifs embroidered with
ek =l theead and around the top of the sleeve are tiny gathers,
wiach are held m place by pink silk threads, visible only if the

gathers are gently teased apart. Thick red silk has been used to
embroider a pointed design directly on top of the gathers. This
ensures that they stay in place but the upward-pointing gathers and
the downward-pointing embroidery also form an interesting pattern.
Because the fullness of the sleeve begins well below the shoulder
joint and because the shoulders themselves are embroidered with
small flat stitches, the wide and rather shallow neckline seems to
have been extended. As well as being pretty, this blouse would
have had the added advantage of creating width in line with the
wearer’s breasts while making her neck appear long and slender.

Woman’s blouse of linen embroidered with silk and linen.
Spain (Andalusia), 19th century
Given by Mrs Willoughby Hodgson
T.205-1916
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Withour precise mailoring it is difficult to combine fullness and
close—5it m one garment. The problem has been solved in this boy's
s by wsing concertina-like pin-tucks to reduce the fullness across

s« combined with loose gathers over the shoulders and a
Sewsmne around the waist. The pin-tucks and the gathers change
the chamacter of the otherwise unremarkable cotton cloth by adding
adows to disturb its smoothness.

rxamres 2nd sh

cxtent this three-dimensional quality is then bal-

10 a occrmam

finon of flac satin-stitch embroidery in red, orange

buttons) and the waistband are softened by a pointed edging of
needle lace. The collar, which is slightly overshadowed by the exu-
berant decoration across the chest, introduces another textural ele-
ment by using eyelet embroidery to change the very nature of
the cloth.

This shirt, like one from Paraguay (see p.26), was worn over a
pair of straight, undecorated cotton trousers. Trousers are subjected
to constant movement and pressure and cotton ones in particular
have a limited life span, so it makes sense to apply skill, care and
creativity to shirts that are more visible and longer lasting.

Boy's shirt of cotton embroidered with cotton.
Hungary (Mezoékovesd), second half the 19th century
73-1903
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The linen may be discoloured with age but the skill and attention
o detail with which this small blouse was made is still evident and
ssomishing. Comfort and freedom of movement were assured by
wang ample amounts of linen for the body and sleeves but control-
Gme it ar the neck and wrists by gathering it tightly and securing it
wath lines of decorative stitching with black silk. The addition of a
gusser under the arm would allow the child greater movement.

Instead of using simple seams, the sleeves and gussets have been
smached with embroidered insertions. Worked with linen thread
berween the pieces to be joined and imitating lace, these insertions
create a light and delicate balance to the volume of fabric falling
fom the neck. A similar effect has been achieved along the top of
the shoulder by pulling together threads from the linen ground and
secunng them with white and light brown silk.

Child’s blouse of linen embroidered with silk
with linen insertions.
Spain (probably Murcia), 18th century
Anonymous Gift
T.144-1924
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Given the popular association of Spain with bull-fighting, it is fit-
ting that bulls, albeit large-eyed spotted ones, should be embroi-
dered around the square neck of this blouse, which has been com-
pleted with a woven upholstery braid. Two holes have been
punched along either side of the neck opening and a plaited cord
has been threaded through and is used to fasten the front opening.

The linen sleeve and the linen which forms the main part of the
blouse have been gathered and decorated with embroidered bands
and then attached to the edges of the embroidered neck panel. The
gathers on the sleeve are not at the top of the arm but run across
the shoulder at the point where the collar-bone joins the shoulder
blade. This, together with the many gathers running above the
breasts would have created a rounded, inflated appearance, made
more obvious by the contrast of the neat, flat embroidered band
around the neck.

Woman's blouse of linen embroidered with silk.
Spain (Andalusia), 19th century
Given by Miss D.M.E. Car
T.41-1973
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The work of the Indian designer Asha Sarabhai and her studio,
Raag, focuses on simplicity of design, materials and decoration,
with texture often playing a dominant role in the treatment of the
fabrics. This woman’s coat has front and back panels stitched into
minute pin-tucks, which give a very subtle texture, rather like the
gills of a mushroom. This is the only decoration on this beautiful-
ly understated garment, which is an adapration of the shape of a
loose robe (choga) of Central Asian origin, traditionally worn main-
ly by men in northern India.

Woman's coat in a mixture of silk and woal.
India (Ahmedabad, Gujarat), ¢.1995
Designed by Asha Sarabhai for Raag

1S.18-1995
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Were it not heavily embroidered this would be a working garment
for an agricultural labourer. The extent and elaboration of the dec-
oration suggest it was not for everyday wear, but was probably

reserved for special occasions. It is made from cotton twill — a
strong, durable fabric; the same weave 15 used to make denim jeans.

The most distinctive features of the smock are the two large
panels of double thickness which extend over the shoulders and the
upper arms to provide a little extra warmth and protection and to
encourage rain to run oft rather than soak through to the body.
The outer edge of each panel was divided into bands and cevery
alternate one was embroidered with a zigzagging line. The fabric
was then folded and stitched so that the embroidered bands
overlapped the plain ones, forming a heavy and attractive layered
border. Three pearl buttons attach the panel to the shoulder of
the smock.

Man’s smock of cotton twill embroidered with cotton.
Southern England, late 19th century
Bequeathed by Emma Ehrman
T.109-1998

This woman's dress from Northern Pakistan has an astonishing 524
triangular and rectangular panels inserted into the skirt to provide =
swirling mass of fabric around the knee-length hemline. The use
prodigious amounts of cloth is also a feature of other types of dress
from this region, for example the immensely wide-waisted tro
formerly worn by both men and women. It is not clear whet
this taste for extra cloth is a response to the harsh climate in
remote mountainous region or a form of modesty that hides
outlines of the legs. Another detail of this dress is shown on p.205

Woman's dress (jumlo) of twill-woven cotton embroidered with
silk thread and with applied buttons and other decoration.
Pakistan (Indus Kohistan, North-West Frontier Province), mid
20th century.

15.33-1996






Slested hakama, variously described as full-cut trousers or a divided
ks, are an important item of dress for both men and women of
“e Japanese imperial court and for men of the samurai (military)
ciass. There are vanous types of hakama, but they all share a similar
bawc shape (see pp.196 and 212). Like most items of court dress
Satemns are loose and voluminous, serving to enhance the presence
of the wearer by expanding the area they occupy. They are wide
wsh broad pleats and taper towards the top, being secured with
Semds thar wrap and tie around the waist. The sides are open half-
way down. revealing the robes worn underneath. This is an exam-
o of magahakama, or ‘long hakama’. When worn the hems would
mave mailed under the foot and out behind giving the impression
char the wearer was constantly kneeling. They would have been
worn by court nobles or high-ranking samurai on very formal occa-
oS

Man's court trousers (nagabakama) of woven silk.
Japan, 19th century
Given by T.B. Clark-Thornhill
T.68-1915
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Looking like ripples on a sandy beach after the tide has retreated,
these tight gathers are incredibly beautiful — as you stare at them
they seem to shift in and out of focus, the faint horizontal steps
become more prominent and the whole tmage seems to shimmer
like a heat haze. They are simple gathers but the effect of so many,
so close together, in strong, thick linen is fascinating,

On the inside it 15 possible to see eight lines of linen stitches
which hold the gathers together and create the slight stepped effect.
The stitches at the top, nearest to the waistband, are tight and close
together. Those towards the bottom are very slightly looser, allow-
ing a little movement and presumably letting the breeches fit more
comfortably around the hips.

Man'’s breeches (bragon bras) of linen.
France (Department of Finistére), c. 1820
16B-1902
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The nararally golden sheen of Indian tasar silk is used to dramatic
oot i this woman's shirt from Asha Sarabhai’s studio. Alchough
the boxy shape of the shirt and the permanently sewn flat pleats
v not be maditional features of Indian dress, the use of appliqué
ssmps of tangular decorative edging is often seen in regional dress
and rexules in Gujarat, where this picce was made. This edging
would madinonally have been in cotton fabric of a contrasting
colour (usually red), and its much more subtle use here is typical of
t5e more subdued aesthetic of this contemporary workshop.

Woman'’s shirt of tasar silk.
India (Ahmedabad, Gujarat), ¢.1995
Designed by Asha Sarabhai for Raag

1S.21-1995

Alkbonsh the maditional Baluchi woman's dress is extremely volu-
m=mous. 5 = mvanably made with ample pleats and gussets under
Ihe s o ensure ease of movement and to minimize strain on the
sheewe scams. This wibranty coloured shot-silk dress has beautifully
sssched pleass pader the arm feeding into the gathered material of
the sien I = common for underarm gussets in India and Central
A o be accenmaated by being made of a different, often bril-
Sty collossed, contrasung material — a feature that is also found
m Smnes 3=ud the nner facings of hems.

Womun's dress (pashk) of silk with silk embroidery.
Paksstan (Baluchistan), mid 19th century
6060 (IS)
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Hemp 1s not the weight of material that necessarily lends itself to
fashioning pleats. This type of wraparound skirt is more usually
made from silk, which does pleat well, so it seems the traditional
style held sway whatever the fabric. The detail shows one set of six
pleats, arranged in two groups facing the centre of the panel. Each
pleat is stitched vertically along its folded edge in the manner of a
French seam. All of them are held in place with a horizontal line of
long, light blue stitches indicating that the skirt has never been
worn, There is no decoration here and the garment derives its
beauty from the handle of the fabric and its rich indigo-blue
colouring. Historically, hemp was a major textile fibre cultivated
and processed i China. It was ousted by cotton as the main mate-
rial for everyday wear but is occasionally used today.

Woman’s skirt of hemp.
China, 20th century
Valery M. Garrett Collection purchased with funds from the
Friends of the V&A

FE.213-1995

The pleats on this court skirt are evenly arranged along the entire
length of the waistband. In Chinese, this style of box pleat is called
bi ji which translates as “piled-up pleats’. A double row of running
stitches secures down the pleats to a depth of 6cm (214 inches) from
the top. Above these stitching lines the pleats lay tlat while, below
the lines, they flare out, adding bulk to the wearer. Like the skirts for
Chinese women, this one wraps around the body and has embroi-
dered decoration on the lower section towards the hem. The waist-
band, while it is unlikely to have been seen, is, nevertheless, woven
with a dragon roundel design. It is made from an extremely suff silk
and the ties at each end are of the same material.

Man’s court skirt of embroidered silk.
China, 18th century
T.251-1966







This detail shows one pleated section of a panelled skirt. When
worn, it is wrapped around the body in much the same way as a
kilt. The pleats swing out to either side as the wearer moves. The
Chinese woman who wore this skirt probably had bound feet and
would have swayed from side to side accentuating the swing. It is
likely that Chinese women wore these skirts around their hips
rather than right on the waist; the pleats fall more gracefully if the
skirt is not pulled in at waist level. The pleats are held down at the
top in a V-shape with simple running stitches. This gives some elas-

ticity to the pleats and ensures that they swing well. There are
twelve pleats in each pleated section. Six are folded over one way
and six the other so that each group faces into the centre. Every
individual pleat is defined with narrow bias-cut black satin which
is left plain near the top part of the garment, and is covered with
embroidery, in shades of blue, on the lower third. A tiny, flat gold-
woven edge further enhances each pleat. It is only the lower part
that will show beneath the three-quarter-length gown that was tra-
ditionally teamed with this style of skirt.

Woman's skirt of embroidered silk.
China, second half of the 19th century
Given by Miss Baxter in memory of Miss Kate Baxter
Circ.771-1912
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This brilliantly striped gathered fabric is from the back of a are usually of a plain and often drab material, here a vibrantly
B, woman's dress from the Afghan-Pakistan border. The main part of striped material has been used. The usually unadorned back has also
| the dress is made of plain black cotton, with a panel of colourful been further decorated with a simple embroidered star of metal-
y! embroidery on the chest. It is usual for embroidered dresses to have thread ribbon (gota).

a patch of thicker, durable material on the back, and whereas these

Woman's dress of cotton, embroidered with silk thread.
Afghanistan/Pakistan borders, mid 20th century
1S.140-1965
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Ths ruching goes along each side of the jacket front opening and
sround the neck. It is made from one long strip of silk, cut on the
cooss. and first fashioned into evenly spaced inverted pleats. The
swo open ends of each pleat are then teased towards the middle and
Swed sogether with a small stitch. Each of the resulting twenty-five

roches looks bke a small, attached bow. The edge to edge jacket
ca= be Smened m place with hooks and eyes, which are discretely
sewm gust mmade the garment. This brings the two sides evenly

sosether and shows off the tucked edging to good advantage.

Alternatively, the jacket can be left open to reveal a matching
waistcoat with decorative frogging in dark red. The third part of
the ensemble is the dress itself, made from the same patterned slub
silk and tailored in the cheongsam style (see p.25). The jacket band,
manipulated into crenellations, adds depth to the outfit. It accentu-
ates the layered effect, produced by wearing three garments, one on
top of the other. This ensemble is an example of how the cheongsam
form can be adapted and re-worked to suit a particular customer or
occasion.

Woman’s jacket of printed silk, part of a three-piece ensemble.
China (Hong Kong), 1950-60
Given by Richard A. and Janey M.Y. Cheu
in memory of Dr Henry D. Cheu
FE.55-1997
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T woman's tunic was made by a woman of the Lohana farming
commmumty in the anid plains of Sindh, in southern Pakistan. These
“Sessely embroidered garments are made for weddings, but are also
subsequently worn as part of everyday wear to indicate the wear-
e« marmed status. The stiff, embossed style of embroidery is par-
sowlardy associated with the village of Thano Bula Khan, and this

distinctive work is used on smaller items such as caps and bags as
well as on these elaborately decorated shirts. The rigid effect of the
embroidery is also increased by the addition of pieces of mirror-
glass into the embroidered surface. The back of the garment is
divided into six panels, each less solidly embroidered than the front,
and 15 therefore more flexible.

Woman's shirt (chola) of silk embroidered with silk and cotton
thread, gold-wrapped thread and mirrors.
Pakistan (Thano Bula Khan, Sindh), mid 20th century
IS. 16-1974
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A great deal of dress in India is based on a simple rectangular shape
draped around the body (whether head, torso or waist) rather than
Senz cur and sewn into body-shaped garments. This woman’s
Sead-covenng 15 simply a long picce of cotton decorated with
seplied metal ribbon (gota) formed into leaf shapes and sewn on to
e comon ground. It would have been worn draped over the head
amc cover most of the upper body, together with a matching out-
&= of 2 fll skart and bodice. The lining fabric is shown on p.143.

Woman s head-cover (odhni) of yellow cotton, with applied deco-
=mon i coloured cotron fabric and pleated gold ribbon (gora),
lined with stamped metal-thread fabric
India (Delhi), ¢.1869
803-1869

The gzround of this red velvet coat has been divided into sections
&% rows of silver cord which alternate with thinner gold ones.
These encircle the opening which gives access to a generous pocket
— ome on either side of the coat. It is almost impossible to see the
rod welver ground beneath the convoluted lines of metal thread
wiach ooze mto every corner, rather like the creeping tendrils of a
weod Sochne s way through gaps and filling the available space.

Two colours of metal thread have been used: small amounts of
& sodded or coppery gold outline the silver cords while the rest of
the embrosdery s worked with glittery yellow gold. Both types of
Seead Bave been produced by winding flat metal strips around a
vellow silk core.

Woman's coar with hanging sleeves, silk velvet embroidered with
metal thread and tnmmed with metal braid and cord.
Albania. second half of the 19th century
Given by Licutenant Colonel C. de S. Luxmoore
TA46-1934
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The couched silver-wrapped thread decorating this boy's jacket
suggests Chinese mfluence, although the black woollen ground
fabric has overtones of European military costume, which is echoed
in the decoration of the front of the garment. The island of Nias,
off the west coast of Sumatra, assimilated some of the finery of the
courts of coastal Sumatra, but also had its own unique and elabo-
rate range of ceremonial garments and ornaments. The extended
shoulder-line of this jacket is typical of male dress in south Nias,
and it would have been worn either on its own or over a long-

sleeved jacker, with a loincloth or, more recently, western-style
trousers. The jacket is lined with European printed cotton.

Boy’s jacket (baru) of black wool flannel, decorated with couched
metal-wrapped thread.
Indonesia (Nias), late 19th or early 20th century.
IS. 44-1997

This type of simple tubular skirt is worn on ceremonial occasions
by women of the Paminggir people of southern Sumatra, and is
elaborately decorated with silk embroidery and tiny pieces of
reflective brass. The figurative designs of the panels of fine floss-silk
embroidery recall the woven ship-cloths from the same area,
although this type of skirt more often has panels showing squid-like
creatures rather than ships and humans. The use of bands with sim-
ple embroidery and small pieces of brass or mirror-glass has here
replaced the more usual weft-ikat panels.

Woman's ceremonial skirt (fapis) of cotton with silk embroidery
and applied brass sequins.
Indonesia (Paminggir people, Lampung, south Sumatra),
mid 19th century
9057 (1S)
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fhe cmculer shape of the neck opening, over a flat panel under-
et ademtfes this young man's robe as an angarkha, one of the
moss popular forms of maditional courtly or formal wear in north-
e Imcie Thes parncular garment is unusual in that the elaborate
polis i and alk embroidery has been done separately, and has

been applied on to the ground fabric of the angarkha. The decora-
tion around the back and shoulders is in the unusual form of a
draped scarf, rather reminiscent of the ‘cloud collar’, a foliated dec-
orative treatment of the neck and shoulders of some Central Asian
garments.

Boy’s robe (angarkha) of cotton, with applied panels of cotton
embroidered with gold-wrapped thread and silk thread.
Probably from Pakistan (Lahore), ¢.1835
5875 (IS)
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The problematic but visually striking garment came into the
Muscum 1948, It was acquired from a Swiss collector, Bernard
Valleamier, and it was part of the biggest group of Chinese dress
ever purchased by the Museum up to that time. The detail here is
Som the decorated yoke of the jacket. This goes around each
ssoulder. wath white satin edgings outlining its foliated margins.
Shaped black velvet and a band of orange velvet, painted with black
ssmpes to resemble a tger, add richness and lustre to the garment.
The Muoscum records describe it as an imperial hunting tunic for a
thearncal performance. Throughout most of the Qing dynasty
(1624-1911), successive emperors made long excursions to their
sosthern hunting parks to kill game, including tigers. During these
Bunts foreign nobility, who did not live in Beijing, would renew
thesr allegiance to the throne. Such presentation rituals might
seguare clothes like the one here.

Man's jacket of embroidered and tapestry woven silk.
China, 18th or 19th century
Vuilleumier Collection purchased with assistance from the
National Art Collections Fund
T.186-1948
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This robe was made by an Ainu woman in Hokkaid6, the north-
ernmost island of Japan. The Ainu are an aboriginal people who
live primarily by hunting and gathering. Their belief in the pres-
ence of spirits in every part of the natural world affects all aspects
of their lives and is embodied in the textiles they make and use.
Robes such as this are known as artush. They are made from fibres
taken from the inner bark of the elm tree and worn by men per-
forming the many religious ceremonies that take place in Ainu
society. The robe has been decorated with pieces of indigo-dyed
cotton cloth, which have been stitched down using an appliqué
technique and then embroidered. The thorn-like motifs serve to
protect its wearer from malevolent forces. This decoration is con-
centrated at the hem, shown in this detail, neck, cuffs and front
openings to prevent evil spirits from entering at the most vulnera-
ble points.

Man’s robe (artush) of woven elm-bark fibre with appliqué (kiri-
fuse) and embroidery (oki-muki)
Japan, 19th century
Given by Bernard Leach
T.99-1963







T8 = the logo for the Star Ferry of Hong Kong. It is emblazoned
oo the lem breast of a seaman’s top. The star is cut from strong,
w e comon twill and machine-embroidered in blue with the ini-
=l S and 'FL This is then overstitched by machine onto the navy
Sloe comon twill top. On the reverse, the sailor collar has applied
stars 2nd bands, and the top is teamed with navy trousers, a navy
fmmed high-necked pullover and a white sailor hat with ‘Star Ferry
o Led " wrrten around the hatband in English and Chinese. This
wesform s worn by seamen who operate the ferry service that
crosses the water from the Central District of Hong Kong Island to

Tsim Sha Tsui on the mainland; both areas are now part of the
People’s Republic of China. It takes ten minutes to cross over and
the green and white boats of the Star Ferry Company ply the
waters continually and relay thousands of passengers daily. The Star
Ferry is very much enmeshed in local identity because it is seen as
a distinctive Hong Kong phenomenon. This distinctiveness is partly
generated by the tourist industry but it is a mode of transport gen-
uinely used by local people in their day-to-day lives, one that they
miss when they leave Hong Kong.

Man's top of cotton, part of a seaman’s uniform.
China (Hong Kong), 1970s
Valery M. Garrett Collection purchased with funds from the
Friends of the V&A
FE.196:1-1995
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T fumcnonal but rough woollen garment, made from two layers
of cosmse wool. 5 one of several examples where bright, cheerful,
wfem delicane patterns have been applied to what could be consi-
desed 2o be an unsympathetic fabric. In this case the back of the
Jacker s decorsted with a surprisingly precey floral arrangement of
smplied Scloed wool while the front is covered with applied eight-
posmsed saes. four on each front panel.

Each seement of the pattern has been outlined with red and
weliow or Blue and vellow stitching to conceal the joins. A star has

also been applied to the upper inner side of each front panel so that
when the hood 1s not worn and hangs down the back, the neck falls
open to reveal more decoration. A pocket slit is visible along the
right edge of the image and has been reinforced with blue and red
stitching.

An elegant black silk and silver tassel hangs from the centre of
each star and ends with a small coral bead, traditionally used as an
amulet to ward off evil. These tassels form the only means of
fastening the jacket.

A man’s hooded jacket of wool decorated with applied felted wool.
Algeria, late 19th century
Given by Miss Gertrude Jekyll
T.117-1916
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T b silver tlower decorates a dress worn by Alice Cheu (1914-79)
i= 1961 The dress, in the cheongsam style, was either tailored in
Hone Kong or in San Francisco where Mrs Cheu settled. The gar-
ment = an example of a popular genre of cheongsam different from
those wath decorative fastenings and trims (see p.25). The only fas-
temunes on this dress are unseen press-studs. The white satin is used
2 2 surtace for applied decoration rather than an expanse of silk to
S Samed with piping. A large spray of flowers, placed asymmetri-
caiv. curls down the front of the dress from the left shoulder across
the skure. The foliage was machine embroidered straight onto the

satin. The flowerheads, the top one of which is pictured here, were
made separately from satin offcuts and silver thread. The petals
were stiffened with thin wire and only partially sewn to the dress.
They were bent upwards to give a three-dimensional effect. This
dress was worn at the wedding reception of Mrs Cheu’s stepson in
the United States; at her own marriage in Hong Kong she had also
worn a white cheongsam but had pinned a corsage of real flowers, in
the same diagonal shape as the silver ones here, to the shoulder of
her wedding dress.

Woman's dress (cheongsam or gipao) in white satin.
China (Hong Kong) or USA (San Francisco), 1961
Given by Richard A. and Janey M.Y. Cheu
in memory of Dr Henry D. Cheu
FE.49-1997
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The ar of silk braiding is known as kumihimo in Japan and has been
wsed for many centuries to e¢nhance the functional and decorative
Guaimes of a variety of garments. Braiding has been used on this
sleeweless jacket as both a form of decoration across the shoulders
2 to fasten the buttons holding the front lapels. The jacket is a
whaen and was worn by a high-ranking samurai over his armour.
Fmteer developed in the sixteenth century but, by the time this
ensmmple was made, Japan was at peace and such garments no longer
mecded to withstand the rigours of the battlefield. This jimbaori was

worn purely for ceremony and was designed to reflect the status
and power of the samurai class as well as the personal tastes of the
warrior who wore it. It is made from imported wool cloth that has
been treated and shrunk giving it a felt-like look and texture and
lined with dark blue silk woven in gold with a dragon design. On
the back in black wool appliqué is the samurai’s family crest. The
extravagant cpaulettes, one of which is shown in this detail, are
constructed of layers of suff paper covered with stencilled deerskin,
gold wrapped cord, black and purple wool and the blue braid.

Man’s jacket (jimbaori) of wool with Iining of
woven silk and applied silk braid and stencilled deerskin.
Japan, first half of the 19th century
T.136-1964

194







Whte cords of twisted silk have been used to enhance this pair of
sneteenth-century Japanese hakama, a type of garment variously
descmbed as full-cut trousers or a divided skirt (see pp. 168 and 212).
Thes pair are outer hakama and would have been worn as part of
the most formal attire of the emperor, princes and senior nobility
of the Japanese imperial court. This type of costume features two
paurs of hakama, cach pleated slightly at the top, open at the upper
sdes and noed around the waist with broad bands. The outer pair
& abwavs of white silk woven with a pattern of floral roundels often,

as in this example, of wisteria. The lining is of red silk, which shows

at the sides, hems, bands and on the two unusual broad loops that
mask the opening at the crotch. The edges of this lining have been
treated and feel like paper. This may have been done to reinforce
vulnerable areas of the cloth. The laced double cords at the top of
the side seams also serve this purpose. Pairs of cords, threaded
through side by side and tied in places in elaborate knots, have been
used to decorate the long waist bands.

Man’s court outer trousers (ue no hakama) of woven silk with
threaded silk cords.
Japan, 19th century
Given by T.B. Clarke-Thornhill
T.66-1915
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Women’s dresses from Baluchistan in Pakistan are tradicionally
embroidered on the front with densely worked panels of embroi-
dery. Unlike dresses from other parts of Pakistan, they rarely incor-
porate any extra applied decoration, but occasionally, as here, they
are embellished with decorative rtassels or tufted silk pompoms

around the neck-opening. The embroidery on Baluch dresses
varies according to region, and this extremely fine, monochrome
silk embroidery is influenced by the similar work of Kandahar, just
across the border in Afghanistan.

Woman's dress (pashk) of cotton embroidered with silk thread.
Pakistan (Baluchistan), early 20th century
Given by Mrs Anna Whitehead
15.32-1969
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The side of the hip is not the most obvious place for this three-
dimensional decoration but its purpose may have been to draw
attention to a wide pelvis, eminently suitable for child-bearing.
The coat is made from prickly wool, which had been woven
and then dyed blue. The white specks which can be seen clearly are
where small clumps of dirt or dust attached themselves to the fab-
ric and did not absorb the dye. Red felted wool has been used to
trim the edges of the coat and to form a broad band running from

the back of the shoulder down to the hip and from there in narrow
stripes to the hem. The large rosette placed on top of the hip bone
is made from a disk of felted wool to which red, green and yellow
tabs have been stitched. The red stripes have been edged with silk
embroidery and white silk cords have been coiled and stitched into
place. More coils run along the back edge of the decoration with a
green rosette running diagonally into the small of the back —
emphasizing again the roundness and power of the pelvis.

Woman’s sleeveless coat of wool embroidered with silk and
rrimmed with applied strips of woollen cloth and metal sequins.
Montenegro, ¢.1850
This once belonged to the orientalist painter Carl Haag
(1820-1915).

T.321-1921
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I e mneteenth century Hungary was justifiably proud of its fur-
mers amt and this floor-length sheepskin cloak decorated with
seschwork, appliqué, embroidery, tabs and tassels illustrates how
siailly tough leather can be worked. It requires great strength and
wezs always an occupation for men.

Theee techniques are illustrated in chis image: patchwork,
embeosdery and appliqué. A strip of blue leather, embroidered with
2 meandenng stem of leaves and flowerheads, has been inserted into
ehe matural brown leather which forms the cloak. Sprays of stylized
Someers and leaves have been embroidered onto the brown leather

using satin stitch, with the silk thread being taken all the way
through the leather and back again. The scalloped band of leather
running across the lower end of the picture has been applied on top
of the brown leather actually covering part of the embroidery.

The ravages of wear and time have changed the appearance of
this cloak. Many of the coloured skins have faded from their orig-
inal rather acid tones and although part of a deep border of black
lambskin can be seen at the very bottom of the image, most of the
wool has decayed and fallen out.

Man’s cloak (siba) of leather embroidered with silk.
Hungary (possibly from Veszprém),
second half of the 19th century
Given by Lady Worsley-Taylor
T.192-1931
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Panels of thick white felt and finer, red felted wool form a striking
and bold garment. This has been softened by tiny undulations
of red silk cord applied over most of the seams and outlining the
finger-like decoration that falls over the hip.

A panel of red wool has been inserted under the arm — possibly
because it is more flexible and therefore more comfortable than the
white felt — and it has been edged with red and green silk cords.
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Five decorative interlaced cords have been placed over this panel
and more cords have been twisted into swirls and couched in place.
The small roundels are formed by applied pieces of fabric woven
with metal threads and bright yellow silk.

More cord can be seen on the drawing where it links the slightds
curving front facings with the main garment.

A woman’s sleeveless coat of felt and felted wool trimmed with
silk cord and appliqué.
Greece (the Keratea district of Attica), 19th century
Given by A. J. B. Wace
T.720B-1919






The applicatnon of round pieces of mirror-glass to clothing is pop-
ular in some parts of India, particularly Rajasthan and Gujarat, and
also among the Banjara communities who are spread over large
parts of the country. This blouse has two flaps with two large pieces

of mirror-glass each on the front, with a further flap with smalle;
mirrors on each sleeve. The blouse was acquired together with the
full skirt, see p.130, which also uses small pieces of mirrorwork on
the waistband.

Woman's blouse of cotton and silk fabric with attached mirror-glass.
India (Banjara people, Bidar, Karnataka), early 20th century.
Given by K. de B. Codrington
IM.47a-1933
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The simple cut of this shirt, in which two rectangles of cloth are
sewn together vertcally, leaving spaces for the head and the arms,
1s common to several tribal groups in Burma and elsewhere in
South-East Asia, and is used for both male and female dress. This
Karen woman’s shirt is profusely decorated with silk thread
embroidery and with sceds of a type of grass called in English ‘Job’s
Tears’ (coix lacryma). It would be worn with a simple tubular skirt.
This shirt was collected in the nineteenth century in Burma; the
Karen live mainly in the south-east of the country, and also in adja-
cent parts of Thailand.

Woman'’s shirt of cotton embroidered with silk thread and seeds.
Myanmar (Burma), (Karen tribe), mid 19th century
6550 (IS)

Embroidered garments from northern Pakistan, like this child’s
waistcoat, are frequently embellished with buttons, zip fasteners,
coins, glass beads and metal decorations as well as the fine silk
embroidery typical of the region. Like the full-skirted woman’s
dress (on this page), the ground fabric is a coarse black cotton cloth
bought from the nearest bazaar, which may be several days” walk
away. The embroidery thread, glass beads and other added decora-
tions would either be bought from the bazaar or from itinerant
salesmen who travel throughout these steep valleys branching off
from the River Indus.

Child’s waistcoat of black cotton fabric, embroidered with silk,
and embellished with butrons, glass beads and zip fasteners.
Pakistan (Indus Kohistan, North-West Frontier Province), mid
20th century.

15.32-1996

These plastic and mother-of-pearl buttons are stitched onto the
central front panel of a woman’s dress, of which the upper front and
sleeves are elaborately embroidered and the skirt, while plain, 1s
constructed of a multitude of inserted panels, see p.166. The but-
tons form a ‘zone of transition’ at the waist, between the embroi-
dered top section and the plain black skirt beneath. In addition to
the buttons, which are purely decorative rather than functional, a
Pakistani coin bearing the date 1948 is also stitched below the neck
opening. Tiny white beads stitched at intervals around the embroi-
dered section ensure that the dark red embroidery silk stands out
against the black ground fabric.

Woman's dress (jumlo) of cotton embroidered with silk thread and
decorated with buttons, beads and a comn.
Pakistan (Indus Kohistan, North-West Frontier Province),
mid 20th century
1S.33-1996

The decoration on this tubular dress from Sumba, Indonesia, is
arranged so that the fish motif is visible when the upper part of the
tube is turned down. This motif is outlined in cut shells, while the
lower edge of the dress i1s patterned with beads, a form of decora-
tion often used on Sumba. This garment also incorporates a strip of
ikat-dyed cotton, another technique for which this island is partic-
ularly renowned. Ikats from Sumba often depict human figures or
animals, especially the horses for which the island 15 famous.

Woman's tubular dress of cotton, with applied glass beads
and shells.
Indonesia (East Sumba), mid 20th century
1S.56-1966
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Thus heavy coat requires no fastenings to keep it in place. Despite
ths twenty-two large buttons have been added. Each one is hand-
made by winding silk thread around a core, possibly of wood or
perhaps a solid pad of fibre. For the final layer a needle has been
wsed o plait metal thread into a pattern.

Each button has been decorated with five beads of coral, con-
sdered o be a protection against evil. Sometimes red glass beads
are weed 1f coral 1s too expensive. Considering its relative value it is
surprising that the beads are not sewn on individually, instead all
Swe are secured on the same piece of silk thread; when this comes

foose all five beads are in danger of being lost.

Womans coat with hanging sleeves, silk velvet embroidered with
meetal thread and trimmed with metal braid and cord.
‘ Albania, second half of the 19th century
Given by Lieutenant Colonel C. de S. Luxmoore

T.46-1934

- Seghr and rouch are the senses most associated with dress — we are
Sesmled by the colours, shapes, textures and movement of what is
worn. Sound 1s seldom associted with dress unless it is the creak of
leather or the rustle of silk, but the decorative buttons on this som-
See waistcoat are truly musical. Individually they have no sound,
Sur placed closely together they jostle with their neighbour and tin-
&le and clang like alpine cow bells! Silent, stealthy movement is
smpossible. They have no function except decoration.

T heir smooth, rounded underpart contrasts sharply with the dull
coiks and chamns of wire which cover their top and which encase
ssmall shiny beads. The the light which glints from the beads appears
2 be absorbed by the fine black felt from which the waistcoat is
made.

Wastcoar of felt, possibly for a child, embroidered with silk cord
and rimmed with metal buttons.
Germany (probably Wurtenburg), ¢. 1870
971-1872
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This waistcoat is very stiff because a thin layer of brown cardboard
has been inserted between the red felt ground and its silk lining,
giving it an armoured feel. The black silk cords have been couched
through both the felt and the card.

The physical stiffness is heightened by the use of rigid brass
plaques as decoration. Each plaque is flat on one side; there is a
small hole at one end through which it has been stitched onto the
felt and then concealed beneath the cord edging. Scarlet wool and
shiny brass are a military combination in many countries and the
unbending character of this garment may have been inspired by
such uniforms.

Man’s waistcoat of felt, embroidered with silk cord.
Montenegro, late 19th century
Given by George Hubbard
T.181-1928

The dramatic silver medallions and pendants that embellish this vel-
vet jacket are used by several related tribal groups in eastern Burma
and adjacent parts of northern Thailand. This example is from the
Jinghpaw, a sub-group of the large Kachin tribe. Jackets like this
would be worn with a woven wrapped skirt, usually of red mater-
1al, and tall hats of similar fabric, with lacquered cane hoops around
the waist.

Woman’s jacket of black velvet with applied silver ornaments on
front and back.
Myanmar (Burma), (Jinghpaw people, Kachin or Northern
Shan State), mid 20th century.
1S.147-1993







These blue and white pompom-like knots adorn a pair of hakama.
The wade. pleated trousers, open at the sides and tied at the waist
s swo pairs of long bands, would have been worn by a samurai,
2 meemmber of the Japanese military class. The knots would have
esesully helped 1o reinforce the seams, but by the nineteenth
wemsesy when this garment was made, they were more decorative
s Smcoonal. These trousers have a matching jacket and the
emsesmible % known as a Jutatare. This particular two-piece outfit
==y Bave been designed for wear under armour, the braids at the
B Mownne the momsers 1o be gathered and tucked into boots.

The Edo period (1615-1868) was a time of peace in Japan so there
was no opportunity for samuwrai to engage in actual warfare.
However, armour would still be worn on ceremonial occasions and
when provincial lords marched with their retinue in procession to
and from the capital. Hitatare were made from rich and elaborately
woven fabrics designed to emphasize the samurai’s status and
enhance the dramatic effect of the whole outfit. This pair of
trousers was woven in bright green, purple, red, yellow and cream,
but these colours have faded over the years.

Man’s trousers (hakama) of woven silk
with applied silk knots and braids.
Japan, late 18th — early 19th century
79b-1890
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A variety of applied decoration enlivens this satin skirt. Fringes and
fancy braids formed into points, scallops and curls surround pleated
and padded rosettes of fabric. The reverse is identical to the front. It
is a re-worked version of the traditional Chinese woman'’s skirt (see
p-173). Although the decoration on this skirt alludes to the older
style, it is not wrapped around the body but put on over the head
or pulled up from the feet. From the early decades of the twentieth
century, skirts were worn shorter than before, revealing the ankles
and unbound feet. Chinese female students, associated with the idea
of the ‘New Woman' at this period, wore this shorter skirt, often in
plain black, with a fitted jacket, usually in white. The socialite ver-
sion of the same ensemble was much more glamorous. This skirt lies
somewhere between the two, being black but also decorated.

Woman's skirt of black satin.
China, 1920s ‘
Valery M. Garrett Collection purchased with funds from the
Friends of the V&A
FE.51-1995
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The sleeves of this jacket, lined with pink silk to compliment the
purple velvet, are designed to hang from the shoulder down the
wearer’s back. They are not seamed and open out to reveal their
lining. This is a style that found its way into the uniforms of many
European cavalry regiments.

The application of braid across the bodice is another feature that
has been adopted by the military. These bands have been cut to the
correct length and the ends have been folded to form a point, like
an envelope, to prevent fraying; the point has then been turned
under and stitched in place. Three flowerheads made from differ-
ent types of wire have been attached to each band: two have been
decorated with a large coral bead while a long and intricate wire
tassel hangs from the outermost flowerhead.

Woman'’s short jacket with hanging sleeves, silk velvet embroi-
dered with meral thread.
Bosnia and Herzegovina, 19th century
Given by George Hubbard
T.184-1928

These trousers were part of the costume of a man of the Yinbaw
tribe of Kayah State in south-east Burma. They are approximately
knee-length and would have been worn with a short, long-sleeved
jacket. The narrow cotton tapes, which have been bunched
together to form tassels scattered over the lower part of the legs,
appear to be of European manufacture.

Man’s trousers of cotton with embroidery and attached tassels.
Myanmar (Burma), (Kayah State), early 20th century
IM.152-1929
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In ws Gt incarnation this dress was made from home-produced
mutenals hand-woven cotton cloth and hand-spun  woollen
threads m black and blue. Lines of running stitch join the sleeves to
the cenmral panel, the neck slit has been oversewn and three
cembrosdered bands run from it to the hem. A broad embroidered
Bamd m black and blue, runs up either side of the neck slit ending
wmder the thickly fringed cotton collar but, at a later date, more
sodern facings with a bright flower design have been sewn over
£he maditional embroidery.

The collar is decorated with short lengths of commercially pro-
Suced mmmings: facings of fine felt printed with silver, woven
Sead with an added line of rickrack, a pretty net and crochet edg-
e with an added row of delicate pink glass beads, and, finally, an
assormment of odd beads loosely strung so that they hang in clusters.

Woman's dress of cotton embroidered with wool.
Macedonia (Skopska Crnagora near Skopje), 19th century re-
trmmed in the early 20th century
Given by Mrs Lucy Duke Kinne
T.264-1990

Frwolons rassels and bold embroidery distract the eye from the sim-
e construction of this felt coat. The opening has been bound with
Bloe clorh and two strips of felt — one red and one blue — have been
sewm onto the front panel and then it has been covered with silk
2= cotton embroidery.

T he shoulder seam and the armholes have been trimmed with
ek Beowen woollen cords around which red and dark red tassels
e been knotted. The longer ones, 15¢m (6 inches), are around
the asmbole and the shorter ones, 8cm (3 inches), are along the
shoulder and some of them have been threaded through red and
wime sias beads. The wool used for the tassels had been very
Sty spun so that each thread coils back along its own length cre-

some 2 wald, untamed mane of colour and movement.

Woman's sleeveless coat of felt embroidered with wool and
rimmed with woollen tassels.
Macedonia (Bitolj), 19th century
T.42-1927

This simple garment is made from a horizontal length of cotton,
which has been seamed across the shoulders and down one side.
‘What appear as self-coloured vertical stripes in the finished robe
were formed by varying thicknesses of weft. In addition there are
three patterned bands of coloured silk.

The neck opening is small but extends as a slit along one shoul-
der and is secured by a yellow and green woollen cord. There are
four tiny silk tassels in the centre of the neck which have tangled
to form a pompom. The fringing is made with white and red cot-
ton knotted in alternate directions around groups of warp threads
as the fabric was being woven; the alternate directions create a
wavy effect along each row when the garment is worn.

Man’s robe of striped cotton embroidered with silk and trimmed
with added cotton fringes.
North Africa (probably Tunisia), late 19th century
Given by Sir Harold E. Stone KCMG, OBE
T.16-1967
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% wealth of embellishments adorn this skirt of red patterned silk.
Sheped comon cut-outs applied to the red ground are liberally

somkled wath sequins and outlined with rows of differently

o smeammers. silk fringes, strings of plastic pearls ending in bright
pimk wool wmssels and dangling silver bells. The skirt presents a
le but, more than that, when worn and in motion,

effece. Very bnghe, bold blocks of colour are the hallmarks
of fesowal clothes hike this. Such clothing provides a sharp contrast

stiing and ringing sounds to add to the overall plea-

3
H

R
i ¢ % ¥ =
&&mm»@h

to the workaday garments worn by the Hoklo people, originally
boat dwellers of South China who made their living by fishing.
This skirt is part of a bridal costume. The type of jacket that went
with it can be seen on p.55. To save time, money and material —
all-important considerations for these people — the skirt is only dec-
orated in those arcas that will show beneath the long jacket.
Women who attend the bride also wear a fancy collar and apron
similarly decorated. They perform a dragon boat dance in imitation
of the groom’s original journey by boat to fetch his bride.

Woman’s skirt of decorated silk, cotton and wool.
China (Hoklo people), ¢.1980
Valery M. Garrett Collection purchased with funds
from the Friends of the V&A
FE.198-1995
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