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When we think of Italy, we should re-
member that in the period we are dis-
cussing, it was divided into various duch-
ies, princedoms, Papal states and even a 
Republic. Such divisiveness contributed 
to the political intrigue and economic 
situations that kept such territories in a 
state of flux and contention with each 
other. Each state not only vied for eco-
nomic advantages, but also scrambled for 
Papal sponsorship and favor. 
 

 Rome had always had prostitution. Men 
outnumbered women and female com-
panionship was always in demand. Being 
the seat of Papal power as well as located 
in a powerful city, officials, merchants 
and minor nobles all jockeyed for posi-
tion. Many entertainments blossomed to provide oppor-
tunities for bribes, favors and the like. The new class of 
courtesans established themselves at the center of that 
tempest. They were accorded with such a rise of status 
that they were treated as aristocracy. As this new class 
became established, they embraced the arts and even 
political and economic situations with a passion that 
men began to find equally alluring. Hence, the courte-
san became someone who they could rely on for advice 
and solace. 
 
After 1527, the atmosphere changed in Rome. The 
clergy, in general, were less tolerant of the courtesan 
population and many fled to Venice. As a Republic, 
Venice offered a safe haven for these refugees and the 
Golden Age of Courtesans began. 
 

Life as a courtesan 

A lot of our information comes to us through many 
extant letters, plays and novellas by writers, historians, 
nobles exchanging letters, even disgruntled ex-lovers. 
All have slightly different views on their subjects, but 
together give us a multi-faceted insight on this phe-
nomenon. One of the more fascinating and revealing 
contemporary works being the account of a fictional 
courtesan, Nanna, written by Pietro Aretino. In his Dia-
logues, Nanna is trying to decide on the life she wants 

to give her daughter Pippa, that of a nun, 
wife or courtesan. She describes her ad-
ventures in each category to her friend 
Antonia and finally decides on courtesan 
for Pippa. She then starts to instruct 
Pippa on the various techniques and be-
havior expected. While Aretino’s per-
spective is rather prejudiced; the details 
of everyday life, surroundings and even 
table settings and food served, is won-
drous. This major treatise on the courte-
san was a social satire written with de-
liberately peppery and plebian language. 
There was another important series of 
imaginary letters to sixty courtesans 
written by Andrea Calmo. Calmo was 
one of the founders of commedia d’arte. 
These letters offered a unique view of a 

courtesan’s life. They also have great importance since 
they offer a glimpse of plot sketches that were utilized 
and formulated into some of the first monologues of 
Pantaloon, the old Venetian merchant foolishly in love 
with young girls. 
 
From the various contemporary accounts we glean the 
names of the most famous courtesans: Beatrice of 
Ferrara, Imperia of Rome, Angela del Moro, Camilla of 
Pisa, Tullia d’Aragona, Alessandra of Florence, Gas-
para Stampa and, of course, the most famous, Veronica 
Franco. Each of these remarkable women has a won-
derful and interesting personal story. 
 
Many of the portraits that we gather information from 
depict the popular courtesans of the day. A great major-
ity of the paintings depicting myths, biblical stories, 
etc. utilized courtesans as their models because a re-
spected noble woman could not and would not pose 

for a painter, especially when partial or full nudity 
was to be painted. This explains why so many paint-
ings appear to have the same women in them.  

 

The Dress of the Courtesan 

They wore what the nobility wore, most often what 
their noble patron provided for them. There was no 
separate dress style for them. The only difference 
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might be a preference toward more flamboyant and 
showy gowns and many more party or court dresses 
because they attended them regularly. In later years, 
sumptuary laws were written (and ignored) to try and 
restrict what they could wear. Georgina Masson the 
author of Courtesans of the Italian Renaissance wrote 
that sumptuary laws: 
“specifically stated that it was a public shame that 

prostitutes were to be seen in the streets and churches, 

and elsewhere, so much bejeweled and well-dressed, 

that very often noble ladies and women citizens [of 

Venice], because there is no 

difference in their attire from 

that of the above-said women, 

are confused with them; not 

only by foreigners, but by the 

inhabitants [of Venice], who 

are unable to tell the good 

from the bad...therefore it is 

proclaimed that no prostitute 

may wear, nor have on any 

part of her person, gold, sil-

ver or silk, nor wear neck-

laces, pearls or jewelled or 

plain rings, either in their 

ears or on their hands .” 

There are even accounts that 
some paid the fines gladly for 
the publicity/notoriety. It was 
good for business. 
 
Characteristics of style 

• Low square or rounded neck. Décolletage very 
characteristic. 

• Tight-fitting bodice now comes down to near 
waistline and as the century advances, comes to a 
point in center front, dropping lower and lower. 
The closings are at the sides or side-back on both 
sides using spiral lacing to close. Sometimes the 
bodice is split down the front and laced or tied up. 
Often when the bodice is open it doesn’t quite 
meet, displaying the camicia  through the lacings or 
ties. 

• Full cartridge, box or knife pleated skirts. All were 
employed equally. 

• Sleeves are elaborate and usually full at some 
point. Many different styles were employed. All 
offer yet another opportunity to display wealth and 
prosperity. 

• Corsetry, so popular in the northern countries of 

Europe, begins to be utilized by some. Others 
choose to merely stiffen their bodices without the 
extra layer that a corset requires. It is often theo-
rized that because Italy is a more southern location, 
the extra warmth provided by the corset is unneces-
sary and hence unwanted. 

• A bum roll is often added as a compromise to 
wearing a farthingale. This allows the skirts of the 
gown to be suspended from the roll instead of a 
farthingale to achieve a desired silhouette. These 
grow in size toward the end of the century. 

• The camicia  or chemise is varied as well. Some 
retain the low square yoke or drawstring-gathered 
neck popular previously. As the century draws to a 
close, others assume the higher neck and, later, 
sport a small ruff at collar and wrists. Closed ruffs 
never achieve the width or exaggeration of those in 
the north. 

• Fabric is elaborate and rich in both content and pat-
tern. Brocades of silk, linen and wool are common. 
Cotton also takes its place as a highly prized and 
utilized material. Embellishment consists of braids, 
gimps, embroidery, couching, pearls and beading. 
But the embellishment usually is employed to high-
light the richness of the fabric. 

• Bold rich colors were favorites, most especially 
reds and crimsons. Metallic threads were utilized in 
abundance. 

• Lace begins to appear on garments and quickly 
becomes highly desirable. 

• Courtesans often wore men’s garments for outings. 
This style became especially popular in Venice. 
Short knickers-like pants known as Venetians are 
often donned. 

 
Many overlook the most important aspect when en-
deavoring to capture an overall look. That is accesso-
rizing. Accessories complete the garment, turning it 
from good costuming to “stepping out of a portrait” 
appropriate clothing. These include: 
 
Shoes: 

• Slippers worn indoors 
• Chopines (pianella) worn outdoors. High platform 

shoes. 
• Boots (when wearing men’s garments) 
 

Jewelry ensembles: 

Necklace – often pearls, precious and semi-precious 
stones, gold and silver beads. Central pendant fairly 

Continued from page 19 
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prevalent. Very symmetrical in design.  Jeweled girdle – 
large stones, beads and fine metal work, usually ending 
in a pomander or large pendant.  Earrings – usually 
matches the necklace and utilizes the same materials. 
Rings – very popular and numerous. Older rings tended 
to have cabochon stones, newest fashion incorporated 
the new “faceting” of a stone. Unlike the faceting of 
today, the table was extremely broad and had very short 
sides. 
 
Head covering had varied styles 

• Veils – transparent, 
translucent and opaque all 
were used. 
• Netted cap, hair net 
or caul. 
• Turbans were still 
quite popular 
• Elaborately braided 
hair with strings of pearls 

or ribbons and/or transparent veiling 
• Venetian twin horns hair style. This hair style be-

came most popular in the last quarter of the century. 
• Caps with feathers 
• “Mens” hats also were often worn. 

 

Fans 

• flag – fixed square on a dowel. 
• feather – often with very full over-sized feathers 

from exotic birds. 
 
Other accessories 

• small writing tablet (perhaps wax) 
• small book of poetry or prose 
• small pouch 
• any small items that might suspend from the girdle, 

(perhaps a rosary, keys, or scissors) 
 

Starting out 

 In my initial research for this project, I kept coming 
across descriptions such as this from Niccolo Martelli to 
a contemporary and friend Bernardo Buongirolami: 
“With the rich and honored lady courtesans, one sees at 
once what they have to offer, and as it is their métier to 
give pleasure, they lay great store in doing so. Also be-
cause they have not only one lover and they know that 
any gaffe would cost them dear. The royal way in which 
they treat you, their graceful manners, their courtesy and 
the luxury with which they surround you, dressed as 
they are in crimson and gold, scented, and exquisitely 

shod – with their compliments – they make you feel an-
other being, a great lord, and while you are with them 
you do not envy even the inhabitants of heaven”. 
I also found references from 16th century dyers refer-
ring to crimson as the most expensive dye, so as a suc-
cessful courtesan this color would figure prominently in 
her wardrobe, she would also have an abundance of 
pearls. 
 
 While visiting the Medici project online at 
www.medici.org, I found that one of the memos that 
they have translated and given a synopsis is one that 
Eleonora di Toledo sent to Agnolo Bronzino describing 
what dress she will wear for her upcoming portrait. Here 
is the translated synopsis and the original Italian ex-
cerpt: “Eleonora di Toledo provides explicit instructions 
regarding attire to be depicted by Agnolo Bronzino in 
portraits of Prince Francesco and herself, gifts to An-
toine Perrenot de Granvelle [presumably at the court of 
Charles V, possibly in Augsburg at this time]. Fran-
cesco's attire should reflect that worn at Genoa when he 
had been sent to greet Felipe II of Spain upon his arrival 
there].”  
[...] Parlando con la Duchessa n.ra s.ra [Eleonora di 

Toledo] per haver il saio di velluto rosso di Don Fran-

cesco et una robba di raso del medesimo colore di S. 

Ecc.a per mandarl'al [Agnolo] Bronzino, come V. S. 

m'ordinava con la carta sua di questa mattina, hebbi da 

lej questa risposta in queste o similj parole, cioè, "Come 

puede il Bronzino hazer el retratto di Franzischillo sin 

haverlo adelante?" Io replicaj che non sapevo altro che 

quel che V. S. mi domandava per dar fine a' ritratti che 

con molta instantia domandava Mons.re d'Aras 

[Antoine Perrenot de Granvelle]. Allora S. Ecc.a soggi-

unse ch'io scrivessi alla S. V. facesse intender a detto 

Bronzino che quanto al Francesco ne pingesse uno di 

tertio pelo rosso il più saio di Don bello che sapesse et 

potesse ma che l'accompagnasse con una robba fodrata 

di martore o zibellinj, non li parendo che questo signore 

horamaj s'habbi a ritrarre in solo saio, ma in una robba 

come fu visto a Genova. Et circa alla robba che si do-

mandava da S. Ecc.a, mi dise il medesimo che del saio 

di Don Francesco, cioè, che il Bronzino ne pintasse una 

a suo modo di quel colore [...]  
 

Construction details 

The first step whenever I decide to recreate something in 
a portrait is to find that artwork in a digital medium. I 
will go out on the internet and see if I can find a gif or 
jpg of it. I then right-click on the desired image/images 

Continued from page 20 
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and save out the picture to my hard drive. 
 
The next step is to load that image as my background 
wallpaper on my computer at home and at work. You 
may wonder why…I work on a computer everyday and 
seeing that image everyday helps me to analyze it al-
most subconsciously. This method has worked well for 
me for the last couple of projects. 
 
Now that I have the image I can call it up in any of my 
photo editing programs. I enlarge it so that I can see 
details. I also sometimes lighten up the picture so that I 
can see details that the darkness of the image may 
cover up. Sometimes I even change the colors a little so 
that I can increase contrast, another way to extract de-
tails that might go unnoticed. 
 
The Gown 

 There are challenges in the pattern for this style of 
dress. When I had constructed my Tudor style gowns, 
all the lacings were center back with only one opening. 
The bodice was cut on the straight of grain at the front 
and the back was attached through the shoulders in one 
piece and therefore angled off so that the back was ac-
tually cut on the bias. It worked great, because the 
shoulders never fell off or sagged from the weight of 
the sleeves. They were stretched by the bias cut and 
never went any further. 
 
When I examined several books discussing the cut of 
the bodice for this period, I discovered to my delight 
that the shoulders seemed to angle off again. But the 
huge difference was the back was cut on the straight of 
grain and a side back lacing was on either side of cen-
ter and angled. So the back part had to be a separate 
piece. Janet Arnold depicts Eleanor of Toledo’s funeral 
dress (1562) in her book Patterns of Fashion, and her 
drawing indicates that the back is a separate piece with 
the shoulders attached at the top of the back. While a 
dress of 1545 would be from a slightly earlier time pe-
riod, the side-back lacing would have been approxi-
mately the same from examining other painting 
sources. I suggest when drafting a pattern in general 
and especially this one in particular, the use of slopers 
is essential to making adjustments and then transfer 
those changes back to your initial pattern. This method 
will yield a much more customized and better fitting 
bodice pattern. It definitely needs to have a canted lac-
ing but always take the wearer’s body type into consid-
eration and you may need to make it not quite as an-
gled. In my case, it just didn’t work at any steeper 

pitch. The bodice should be fully lined with a matching 
colored cloth, whether it be cotton (valescio in Italian) 
or linen. I usually add a stiff interlining of canvas to 
help provide extra support for the outer fabric. Next 
stagger the lacing holes to accommodate the spiral lac-
ing method as was noted in Janet Arnold’s notes. I 
typically use lacing rings that are closed brass rings and 
I hand cover with three-ply embroidery thread. Because 
embroidery thread has a wider selection of colors than 
regular sewing thread, it can more closely match the 
fabric when the thread needs to show as in this case. 
 
 We have examples of both attached and unattached 
skirts. There are a variety of methods to constructing 
pleats for this time period. My favorite is to utilize 
large rolled box pleats that are evenly distributed pleats 
all around the waist. 
 
Lacing cord can be made or purchased. I choose to 
make my own cording for a variety of reasons: 
• Cost 
• Control of quality. These cords take a lot of stress 

sometimes and it is reassuring to know that you 
have used the most quality of materials and meth-
ods. 

• Color availability. Just like the reason behind using 
embroidery floss for covering the lacing rings, by 
making your own cord, there is more of a likeli-
hood of getting a color that more closely matches 
your desired color. 

 
 I have found that using my portable kumihimo disk to 
produce cording meets all the above considerations. I 
realize that in period they would have used a maradai 
but this is so convenient and transportable and the end 
result is the same. Because Venice was one of the pre-
miere trading centers of the world at that time, it is cer-
tainly possible that this kind of cording was available 
to purchase in period. 
 
The placement of trim/embellishment should be in-
spired by the portraits of the 1530s and 1540s. Typi-
cally, by placing it on the neckline, the wonderful pat-
tern in the fabric is highlighted. There are some in-
stances where there was also a middle strip of trim 
placed for added decoration and even on either side of 
the front.   
 
 The sleeves are wonderfully diverse with many avail-
able choices. One of the most often employed are fi-
nestra or strip sleeves. You can see those in the paint-

Continued from page 21 
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ing done by Agnolo Bronzino. Her strips are joined to 
each other with buttons. I tend to use large pearls to 
join the strips together instead of buttons, as another 
chance to flaunt a disregard for the sumptuary laws of 
1533. Many courtesans received their “payments” in 
jewels and pearls. They certainly would have used that 
bounty to decorate their lavish gowns. Conspicuous 
consumption was considered a sign of success and 
prosperity, and expected by a courtesan’s noble pa-
trons. 
 
One of the most popular ways of attaching the sleeves 
to the bodice was the use of ribbons. They are ended 
with metal or cloth aglets, jewels, beads - all often re-
ferred to as points. By the use of ties, a bodice might 
have several sleeves that could be worn with it and also 
gave the wearer the option to remove the sleeves if de-
sired. To make sure they that they will not come un-
done, place a single stitch in each bow knot, this was 
often a period practice. 
 
Partlet  

Partlets were quite varied in style and design. Some 
had collars attached, some did not. When I first en-
countered this portrait by Agnolo Bronzino, I was 
struck by the elegance of the collar of this partlet. I per-
sonally don’t like something right at my throat, the 
main reason why I don’t go any further past 1550 be-
cause I would most likely have to wear a full ruff. This 
one though is open at the throat and yet rises up to 
frame the face. Using a semi-transparent fabric may 
also present a challenge.  
 
I have included the steps I took to create this portion 
since it was so in-depth and complex. You may choose 
to make a different partlet.  
 
Once the portrait is analyzed for the first time, start 
making a list of things that you will need in order to 
complete the partlet portion of the project. I determined 
that I would need: 
• needlelace for the points around the collar 
• bobbin lace for the edging for the opening up to the 

collar 
• small cording ties for the collar. 
• milliner’s wire for the frame work 
• and most importantly the correct weight and type 

of fabric. 
 

Needlelace portion   

I made Punta in Aria needlelace in August 2005. For 
this mini-project, I decided to try some 4-inch wide 
extra heavy drapery interface lining, similar to the 
weight of buckram, as my backing.  This is commonly 
used to strengthen and support the tops of curtains. I 
could get it in any length and it would hold up to a lot 
of transport and flexibility. It worked great for this pur-
pose. 
 
 I determined what pattern I would use from one of my 
lace books and sized it as I wanted it to be using graph 
paper. I purchased some heavy duty tracing paper and 
traced my pattern onto it and then turned it over so that 
the pen ink would not transfer to my lace. 
  
 I then started couching down my base DMC #10 cot-
ton cording using regular sewing thread. It took about 
32 hours to get the base cording couched down. Next I 
used DMC #30 thread to start covering the base cord 
and make the lace. The smaller size thread worked 
really well for this. (This was my first piece of real 
lace). I worked the bottom of the lace first. When I got 
to the points I decided to add a pearl at the top of each 
point. I tried to get pictures of this in progress but white 
on white did not come out well and I didn’t realize it 
until the lace was complete. The needlelace part of this 
project was easy to transport and I worked on it when-
ever I could. It took about 106 hours to get 30 inches 
done. I will be making more of this for future projects. 
 
Bobbin Lace portion  

I started the bobbin lace at about the same time. It was 
not as transportable so it went a little slower. I used a 
basic ground pattern because this dress’ time period is 
about 1545 and I wanted to keep it within simple geo-
metric patterns. I also didn’t want it to be very wide 
because it just is to be used to finish the edge. I needed 
about 72 inches. It took about 66 hours to complete the 
lace.  I considered pearling the lace but time was an 
issue.  
 

Ties portion 

I handmade the decorative ties extending from the part-
let collar using the kumihimo braiding technique as 
with the cording for the dress lacings. I used the same 
thread as I used for the bobbin lace. 

Partlet Fabric and Pattern portion 

I knew that I would need to get the above portions 
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started early and then I could turn my attention to the 
actual body of the partlet. I originally wanted a semi-
transparent silk with small stripes in the fabric. The only 
silk I found was at Cy Rudnick’s and it was $25 a yard 
at 36” wide. I felt that I would need 2 yards with the 
fabric that narrow. I was tempted and if it had been ex-
actly perfect, I might have gone for it, but the stripes 
were way too close together. They were only about a 
quarter of an inch apart. I wanted them to be more like 
an inch apart. So I left there and decided to try Home 
Fabrics. There I found exactly what I had envisioned. It 
is not silk, unfortunately, but it certainly approximates a 
silk organza and has that wonderful semi-transparent 
nature to it and the stripes are exactly one inch apart 
with a single gold thread on either side of the white 
stripe. The best part was that the fabric was $6.95 a yard 
and 110 inches wide. I only had to purchase 1 yard and I 
still have enough to make another partlet. 
 
The pattern is taken from a historical pattern where only 
the collar is fitted the rest is straight squares of fabric. I 
cut mine to be extra long on both the front and back to 
be sure that it did not come out of the dress. The shoul-
der seams were sewn on the machine for the initial seam 
and then hand stitched using a French seam stitch so that 
the seam allowances on the shoulders were protected 
from fraying and presented a finished look. The hems 
were finished by a blind hemstitch on the rest of the 
piece. 
 

The Framework for the Collar 

I spent many an hour analyzing the collar. Once I was 
able to enlarge the picture, it became quite apparent that 
there was a wire framework within the collar. Once I got 
the collar cut out and sewn together (I did use the sew-
ing machine for that) I turned my attention to the actual 
framework. I had some milliner’s wire from a previous 
project so I didn’t have to purchase that. It did give me 
some grief because it had been in a tight circle for so 
long that it didn’t want to lie flat but I finally coerced it. 
I built the frame for the inside of the collar and inter-
wove the wires to give it more stability. The verticals 
are aligned with the stripes and the frame was quite a 
challenge, but was fun to finally get the look I wanted. 
Once I determined that the frame would fit within the 
collar well, I sewed one side of the collar to the body of 
the partlet and then inserted the frame within the collar. 
I made sure that there was enough space so that I could 
blind hem the inside of the collar to secure the frame-
work within the collar. Finally, I tacked the vertical 
wires in place so that they don’t lose their position or 

shape. 
 
To finish the partlet, I attached the three decorative 
cording to the collar on each side and attached cording 
to the front opening.  The below the armpit side fabric 
ties were then added. Then I attached the bobbin lace to 
the inside and outside edge of the front opening. Lastly I 
sewed on the needlelace.  
 
Camicia 

The camicia could have been made of linen, silk or cot-
ton. Some retain the low square yoke or drawstring-
gathered neck popular previously. As the century draws 
to a close, others assume the higher neck and, later, 
sport a small ruff at collar and wrists.  In one of Calmo’s 
“letters” written to a courtesan by the name of Madame 
Lucida, he describes his belongings, bragging to her that 
one of his dressing gowns is made of such fine cotton as 
to fit in a nutshell. 
 

Underdrawers 

The underdrawers are rather a new concept. One that 
interestingly developed for courtesans before the nobles 
began to wear them. They were constructed in period 
from linen or cotton.  
 
Jewelry 

No gown is complete without appropriate jewelry. By 
this time, jewelry is now coordinated for a particular 
gown or color of gown. It was even common to have a 
complete suite of jewelry for an ensemble. A pearl neck-
lace with a pendant pearl would often accompany a long 
rope of large pearls. Earrings with some drop pearls and 
various rings would coordinate with the rest of the suite. 
A pearl and gold girdle belt with elaborate pearl tassel 
would finish this set. Veronica Franco was said to have 
had a rope of 51 pearls that were confiscated under one 
of the sumptuary laws. She did file suit against her cook 
when a prayer book and other small valuables turned up 
missing. The complete details are well documented in 
the Venetian court documents of the time. 
 

Headwear 

Head coverings by this time varied widely, from elabo-
rate turbans to more minimal efforts like perhaps a hair 
net or transparent veil. Hair became the central focus 
and was elaborately crimped, curled and braided, often 
incorporating strings of pearls and gems. The best way 
to choose what you want is by examining many portraits 
of the period and narrowing down your favorites. There 
is always a possibility of having several different items 
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so that it can be interchangeable like the sleeves were. 
 
Miscellaneous accessories 

A feather or flag fan can certainly help when the 
weather gets warm and will help complete the effect. 
Other accessories can be a small book of Petrarch or 
poetry, items that could be suspended from the jeweled 
girdle like a small pouch, keys, rosary or pomander 
filled with perfume. Cosmetics were lavishly used. 
Many period sermons were delivered against the evils 
of such things saying that women should be content 
with what God had given them. 
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Having been in the society for a few years, I have no-
ticed a shift away from the high court clothing of the 
nobility towards a more simple work-a-day dress that is 
practical and comfortable.  For those who work at 
events or have children with sticky hands my favorite 
accessories for period wear are a linen head cloth and an 
apron because: 
 

• They are rectangular construction and quick to 
make 

• They require little fabric and are easy to launder 
• They keep one’s hair out of one’s face and keep 

one’s clothing clean 
• Aprons can be kilted to carry small items 
• They complete the overall “look” of one’s outfit 

 
My favorite examples of these accessories are located in 
various versions of the Tacuinum Sanitatis manuscripst 
which can be viewed on the “Gode Cookery” website at 
www.godecookery.com/tacuin/tacuin.htm.  The images 
of these manuscripts range from the late 14th to the early 
15th century from continental Europe and many of them 
show women working at various tasks in head cloths 
and aprons.  If you browse the images, you will find 
several variations of both.  The one thing that seems to 
be ubiquitous is that these accessories are almost always 
made of white linen. 
 
Below are instructions on how I prefer to wrap my hair 

and make my aprons.  

 This is not the *only* way to do it, so feel free to ex-

periment with your own preferences! 

 

Head Cloth 

 
If you have a scrap of linen and a few heavy duty pins 
you can have a period way to pull your hair back.  I am 
not going to say that this is the only way to do it, be-
cause I don’t believe that to be true.  What I will say is 
that I find this method effective and within the bounds 
of plausible in materials and effect.  I do sew part of my 
head cloth down, in order to keep it in place better. 
 
Step one:  Find a scrap of white linen approximately 16 
inches by 26 inches.  This measurement is not exact! 

You want something long enough to wrap from your 
forehead to the nape of your neck over your ears with 
enough room to pin it together and something wide 
enough to reach from the nape over the crown of your 
head to your nose.  A little bit extra is better than not 
quite enough. 
 
You can wrap the head cloth just using this bit of cloth 
and several pins, but I have found that hair is slippery 
and I will have to constantly readjust it during the day.  
Constantly having to re-pin your headgear is annoying! 
So, what I do next is fold my rectangle so that the long-
est side (26 inches) is halved and sew down one side 
from the fold to the raw edge.  Then, fold each side of 
that seam under twice and use running stitches to finish 
the edge.   
 
Step two:  Put your pointy rectangle head cloth on with 
the finished seam on the outside and fold the point of the 
rectangle down as shown.  Look at yourself in a mirror 
and take off the head cloth to make sure your point is 
centered on your seam and even.  Then pin it down care-
fully and sew it down with more running stitches.  Now 
it’s time to hem all your raw edges.  Your front edge 
will be folded back so remember to hem it accordingly!  
 
Now, if your hair is long, braid it and pin it into a bun or 
some how pull it back and up.  A couple of braids at 
your crown or on the sides of your head will give you 
something to anchor your pins to, but it’s not necessary, 
just helpful. 
 
  
A note 

on pins:  
I prefer 

to use 

brass 

pins 

from 

http://www.godecookery.com/tacuin/tacuin.htm
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www.historicenterprises.com. Unlike regular light-

weight sewing or dressmaker’s pins they won’t bend 

when you use them to anchor your hair.  In a pinch, a 

heavy weight corsage pin will work but if you plan on 

wearing your hair up, I highly recommend investing in 

a packet of 4 or 6 brass pins.   

 
First, put your 
head cloth on 
over your 
braided hair.  
Pin the back at 
the nape of 
your neck with 
a pin (a safety 
pin here is 
sometimes 
helpful instead 
of a brass pin, 
they don’t 
work loose and it won’t be seen.) 
 
Tuck the excess fabric at your nape under the pin and 
anchor it with a straight pin.   
 
Now fold the 
extra cloth 
over your 
forehead back 
to where it just 
reaches your 
hairline. You 
will now have 
“wings” on 
each side of 
your head.  If 
you are going 
for a 15th cen-
tury Flemish 
look you can stop here.  (It looks very silly on me!) 
 
If you want continue, then tuck the “wings” into your 
head cloth  behind your ears and pin them as well.   
 
You will want at least one pin on each side, a pin at the 
back of your head and one at your crown.   

 
This requires a little practice and depending on the 
shape of your head it may require some tweaking as to 
where you put your pins.  Practice makes perfect!  
When I first tried this, I had to re-pin it every hour be-
cause it kept coming loose, today I can pin my hair up 
in the morning not touch it again until evening. 
 

Apron 

 

Again, an apron is a useful item (especially while camp-
ing) for carrying items about and for helping keep your 
clothing clean.  A simple construction of two rectan-
gles, they are quick to make by hand and keep grease 
and dirt off of your gowns while you are working.  
Aprons can be seen in the 14th century Luttrell Psalter 
and in various versions of the Tacuinum Sanitatis. I pre-
fer the Viennese version  of the Tacuinum Sanitatis be-
cause the aprons are flat and smooth rather than pleated.   
 
If you want to be technical you can measure all the bits 
for your apron, but I just tend to cut pieces the size I 
think they need to be.  You will need two rectangles: 
 
Tie:   4 inches by (your waist measurement: _____x 
2.75) if you are making ties that will wrap around and 
tie in front.  If you are making shorter apron strings that 
tie in the back, you can use your waist measurement + 
75%.  (On me this is 32 inches (waist measure) + 24 
(.75 of my waist) and my short apron strings would 
measure about 56 inches). 
 
Apron: 20 inches by 30 to 36 inches depending on how 
long you want your apron to hang. 
 

In period artwork, aprons tend to hang  

around mid calf. 

 
Ties:  Fold all the  edges in ¼ inch and press.  Then fold 
together lengthwise and press.   
 
Apron:  Fold your raw edges in ¼ inch on both long 
sides and the bottom and press, then fold in again and 
pin so that all the raw edges are folded in and hidden.  
Pin the folds in place and using a running stitch sew 
them down.  Tie:  Fold all the raw edges in 1/2 inch and 

Continued from page 26 
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press.  Then fold together lengthwise and press.   
 
Apron:  Fold your raw edges in 1/4inch on both long 
sides and the bottom and press, then fold in again and 
pin so that all the raw edges are folded in and hidden.  
Pin the folds in place and using a running stitch sew 
them down.   
 

Take your tie and find the center point and mark it with 
a pin.  Find the center point of your apron’s top edge 
(the unfinished edge) and mark it also with a pin.  Put 
your pins together right side to right side and pin the 
pieces together.  Sew them together about a half inch 
from the raw edge. (Simply follow the crease you 
pressed in!) 
 
You can do this on a machine if you prefer because it 
won’t be seen. After you have done this, press the seam 
flat and up. 
 
 
Fold your apron tie over the seam you just pressed and 
pin it down.  When you do this the folded under raw 
edge should just cover the seam.  Starting in the center 
of the apron stitch the folded edge down to your apron 
body.   
 
When you get to the edge of the apron, put the two ties 
together and sew them down with a running seam as 
close to edge as you can get.  At the tip of the tie, fold 
the edges in on each other and keep stitching until the 
entire apron tie sewn down and no raw edges can be 
seen. 
 
 

 

The completed accessories 

 

Now you have a completed apron and head cloth  that 
you can wear to keep your gowns clean while you bake 
bread and chase children!   
 
If you have questions or issues feel free to email me at 
calontir.lady@gmail.com. 
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Ancient frescoes indicate that the clothing of the Rus-
sian nobility was multi-colored and used striking com-
binations of fresh, rich tones. The Novgorod birchbark 
letters mention "portishche zeleni" and "portishche 
golubine" (i.e. green and sky blue clothing), "zolotnik 
zelenogo sholku" (a measure of green silk). And other 
examples are found regularly.  One princess owned 
dresses in white, gold, yellow, crimson, green, and red. 
 
In 1628 V. Ya Vorontsov complained that on the road 
from the city of Shuya he was robbed by peasants 
whose garments he described.  The house serf wore a 
light blue coat, a red caftan and cherry hat.  The other 
peasants had azure and cherry-colored hats. 
 
Colored fabrics were called krashenin and included 
homespun linen dyed blue, green and red. The raw 
color of unbleached linen predominated in peasant 
clothes with some bleached white linen and colored 
fabrics.  The Russian language records dozens of terms 
for describing cloth colors. 
 
In the 9th-13th centuries, linen fabric was mainly of a 
white color.  Wools were the natural color of the wool 
or dyed with bright colors - mostly red, green, yellow 
and black colors.  The favorite color of clothing in the 
13th-17th centuries was red, followed by black, and 
then yellow, green, blue and white. The latter predomi-
nated numerically (used in linens, shirts, etc.). 
 
The popularity of red is demonstrated in archeological 
finds, among which more than half are fabric of red-
dish-brown tones, however one finds also black, and 
bluish, and green, and light-brown.  (Linen fabrics are 
underrepresented in archeological digs, because linen is 
very poorly preserved.) 
 
The abundance of red tints in the costumes of ancient 
Russians is explained by the fact that red was the color 
of protection in superstition and the fact that there were 
numerous natural dyes for red-brown colors.  It is also 
the color of the sun in Russian poetic imagery. 
 
In archeological finds, fabrics were woven of wool of 
natural brown, black or other colors, others were dyed 
with such organic dyes as chervets [insect-based dyes in 

the cochineal family] and “chernil’nyye oreshki” [oak 
gall]. Also used in dyeing were mineral substances – 
ocher, red iron-ore [zheleznyak] and others. 
 
Fabrics were dyed mainly with vegetable dyes, but also 
with animal dyes.  Blue dye was made from son-travy 
(pasque flower?), cornflower, and blueberry/
huckleberry [Vaccinium spp and Gaulussacia spp, all 
called черник in Russian].  Yellow came from black-
thorn or droka [a steppe plant in the bean family, see 
below], and leaves (or bark sheets?) of birch.  Golden-
brown was provided by onion peels, oak and pear bark.  
Red brown dyes came from buckwheat, St. John's wort, 
wild apple tree bark, alder and buckthorn. 
 
Adam Nahlik analyzed fabrics from the Novgorod ex-
cavations for evidence of dyes.  He notes that the action 
of soil acids have made many of the archeological fab-
rics look rather brown, disguising their original hues.  . 
Novgorod fabric mordants according to Nahlik in-
cluded: chromium salts, tin, iron, iron chloride (?), clay 
(ocher?), tonin (tanin?), acid (?). 
 
By comparison, modern mordants listed by Brown are: 
alum, chrome, tin, iron, copper/blue vitriol, tannin.  
Other treating agents - cream of tartar, Glauber's salt. 
Medieval dyes conspicuous by their absence from my 
Russian references include:  lichens, murex, saffron, 
safflower, weld, woad. 
 
The information below from Pushkareva, Kolchin, 

Nahlik and Stepanova is specific to medieval Rus.  

Kramer, Castino, and Brown are modern Western 

dyers. 
 
Alder - Member of the birch family. Red-brown dyes 

per Pushkareva. Juice is source of emodin per 
Nahlik. See emodin.  Alder has good tannin and 
gives black and a variety of other dark colors. 
(Kramer). 

Apple - red-brown dyes per Pushkareva.  Bark with 
alum gives yellow. (Kramer)  Bark with chrome 
gives yellow-tan. (Kramer)  Twigs without mordant 
give yellow. (Castino)  Twigs with chrome - orange. 
(Castino)  Twigs with alum - apricot. (Castino) 

Birch - yellow from leaves (bark sheets?) per Pushka-
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reva.  Birchbark without mordant - light brown. 
(Brown)  Birchbarks give light brown to black. Us-
able species include Betula lutea, B. papyrifera, B. 
lenta. (Kramer)  Inner bark of white birch, B. pa-
pyrifera, best collected from decaying downed 
wood, gives tan. (Castino) 

Blackthorn - yellow per Pushkareva97.  According to 
the Ozhigov Russian dictionary, blackthorn is a 
thorny shrub of the rose family that bears a tart blue-
black fruit (sloe). This seems likely to be a mistrans-
lation, since the two sources for yellow dye given in 
Pushkareva89 are "droka and list'ev berezy", while 
in Pushkareva97 (the English translation) they are 
blackthorn and birchbark.  See droka. 

Blueberry - blue per Pushkareva.  Russian term is 
chernik, черник, and apparently covers both Vaccin-
ium (blueberry) and Gaylussacia (huckleberry) spp. 
Interestingly, English terms for these plants include: 
blueberry, bilberry, deerberry, huckleberry, hurtle-
berry, whortleberry (V. myrtillus). This is rather im-
pressive, especially compared to the Russian.  Used 
for blue/purple/grays per Brown.  Frozen berries 
with alum - pale blue. (Castino) 

Buckthorn - red-brown dyes per Pushkareva. 
Buckwheat - red-brown dyes per Pushkareva. 
Chervets (coccides, cochineal-like) - used per Kolchin. 

See lak-dej, below. 
Chestnut - noble chestnut is a source of ehlagovaya acid 

per Nahlik. 
Chrysin (a flavone) - obtained from poplar buds 

(Populus italica, P. nigra, P. pyramidalis) per 
Nahlik. [Text mistakenly gives Latin names as 
"Topulus" spp.]  Its use on "openwork" fabrics, lo-
cally woven in Rus, indicates its use in Rus by the 
early Middle Ages. (Nahlik)  With "clay" mordant 
gives wool yellow color per Nahlik. 

Cornflower - blue per Pushkareva.  Cornflower = 
bachelors button Centaurea cyanus and the petals 
provide a blue color per Kramer. 

Drok - yellow per Pushkareva89.  According to the Oz-
higov Russian dictionary, a shrubby steppe plant of 
the bean family with yellow flowers. See blackthorn.  
According to Dal' dictionary, Genista tinctoria, i.e. 
dyers greenweed. 

Dyer’s Greenweed – see drok. 
Ehlagovaya [элаговая] acid - widely distributed in the 

plant world and obtained from oak wood and bark, 
pomegranate fruit, "noble" chestnut, and the stones 
formed in stomachs of animals that eat bark of plants 
containing "golitanin" голитанин or "ehlagotin" 
элаготин according to Nahlik. He notes that eh-
lagovaya acid is easily extracted from oak bark with hot 
water or dilute alcohol. It is called a "mordant dye" in 
Russian which presumably means that it doesn't require 
a separate mordant. 
 
It appears in use in Russia in the early Middle Ages, 
frequently found on "knitted" items and other coarse 
fabrics of obviously local manufacture. However, it is 
not just for poorer quality materials, since it was also 
used to dye a "special" fabric with a square/block pat-
tern, although this piece may have been imported. 
(Nahlik) 
 
With chrome mordant gives a yellow-olive green color. 
(Nahlik)  With iron mordant give black coloring. 
(Nahlik)  With iron chloride (?) mordant gives black-
blue shade. (Nahlik) 
 
This seems to be a form of tannin. The black coloring 
attained when combined with iron mordants would be 
correct for tannin. And it turns about that there are 
many tannins, besides tannic acid. These include ele-
giac acid (ehlagovaya?) which is the bloom/sediment of 
hydrolyzable tannins called pyrogallols, gallotanins 
(gallic acid); and ellagitannins (ellagic acid), etc. 
 
Emodin (an anthroquinone, a group of chemicals that 

also includes madder, etc.) - in juice of alder (Alnus 
glutinosa) gives light to dark brown color depending 
on the amount of oxygen in the juice collected in 
hollows of branches, and the mordant. (Nahlik)  
With iron mordant gives dark brown color. (Nahlik)  
See alder, above. 

Indigo - Nahlik found one fabric with indigo dye from 
his 14 samples, combined with an unknown yellow 
dye. He goes on to discuss the origin of indigo from 
Indigofera curil (same as I. tintoria?), and that it was 
brought into Europe in the 12th century, imported 
via Genoa (Krupp mentiones Genoese tax records 
first noting indigo in 1140) and Venice, and wide-
spread in Germany and Flanders by the 14-15th cen-

Continued from page 29 
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tury. However, since the indigo-dyed fabric he ana-
lyzed actually dates from the 13th cent. he concludes 
that the date of the arrival of indigo into northern 
Europe can be pushed back to that time. He makes 
no mention of woad, Isatis tinctoria, nor do most 
other sources on Medieval Rus garb that I've seen. 
(Except a brief on-line article by Yulia Stepanova on 
"Style in Ancient Rus" in the Russian-language 
magazine Rodina, Feb. 2006.) The Russian word for 
woad is вайда. 

 
Christina Krupp points out that while it is possible to 
chemically detect the presence of indigotin (the main 
colorant of the dye "indigo") current tests cannot deter-
mine whether it came from woad or the indigo plant. 
The ratio of indigotin to indirubin (another coloring 
compound in indigo dye) can provide clues, but most 
archeological samples are too degraded or too small to 
make such an analysis.  However, it is sometimes possi-
ble to detect a green tint supposedly characteristic to 
woad dyes due to the presence flavin compounds. This 
is very interesting in light of the green color of the tex-
tile that Nahlik analyzed, due to an "unknown yellow 
dye".  Krupp also says that scholars seem to prefer to 
attribute early medieval northern European indigo-dyed 
textiles to woad, rather than true indigo, in cases when 
no physical evidence either way exists, presumably for 
historical reasons. 
 
An article about the ancient textiles found in the Altai 
Mountains associated with the Pazyryk culture of 2,500 
years ago discusses the use of indigo dyes in their fabric 
analysis, and concludes that the source was most likely 
woad, despite the lack of indirubin in the samples, since 
woad grew in the Caucasus, South Europe, and the Near 
East, while indigo only grew in India and Bengal.
(Polos'mak) 
 
Iron - red iron-ore used per Kolchin. [as a mordant?] 
Kermes - a red dye from the "gnat" Coccus illicis (or 

Kermes ilicus) living on oaks (Q. coccifera) and 
known from ancient times. Brought to Europe from 
Persia by the Arabs in the Middle Ages. Such dye 
was known also to the Ukrainian and Germans, ob-
tained from a plant louse that lived on the plant Se-
lavantus perennis. The coloring compound is ker-

mesic acid. (Nahlik) 
 
An article about the ancient textiles found in the Altai 
Mountains associated with the Pazyryk culture of 2,500 
years ago discusses similar dyes in their fabric analysis, 
including Kermes vermilio, a source of kermesic acid.  
See lak-dej, below. (Polos'mak) 
 
Further on-line research indicates that the dye known to 
the Ukrainians and Germans is probably Polish cochi-
neal, from Margarades polonicus or Porphyrophora 
polonica or Coccus polonicus, that feeds on Scleranthus 
perennis. 
 
Oldest recorded dye obtained from insects that feed on 
a certain kind of oak. Called "scarlet" in the Bible. 
(Brown) With "tonin" from ehlagovaya acid (tannin?) 
gives a red color. (Nahlik)  With acidic mordant gives 
an orange color. (Nahlik)  With tin - purple. (Nahlik)  
With clay - maroon. (Nahlik) 
 
Lak-dej (a transliteration of "lac dye"?) - dye related to 

cochineal according to Nahlik. The pigment is lac-
caic acid and is obtained by a complex chemical op-
eration. He says that there is some debate on the ex-
act source of this dye. Some say its from the scale 
insect Coccus laccae which drinks from the plant 
Ficus indicus of Indian, Persian or Ceylonese (Sri 
Lankan) origin. Others derive it from the plants 
Laurencee, Perseacee, and Gascaria madogas-

cariensis Targ Tozz. (Nahlik) 
  
 On-line research indicates that the lac insect is also 

called Laccifera lacca or Kerria lacca, and that it 
feeds on over 160 types of host trees in its native 
habitat, but especially Ficus spp, F. religiosa in par-
ticular. 

An article about the ancient textiles found in the 
Altai Mountains associated with the Pazyryk culture 
of 2,500 years ago discusses similar dyes in their 
fabric analysis. They discuss a coccide called Por-
phyrophora, a source of carminic acid for dying, and 
also Kermes vermilio, a source of kermesic acid, 
both of which inhabit the eastern Mediterranean. 
(Polos'mak) 

Whatever its source, "lak-dej" appears in Nov-

Continued from page 30 
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gorod fabrics dating to the 13th century according to 
Nahlik. 

 
True cochineal, Dactylopis coccus, gives carminic acid 
and was found by the Spaniards in Mexico in the early 
1500s. (Brown and Kramer). 
 
With clay mordant gives wool a scarlet color (Nahlik).  
With tin gives a purple color (Nahlik).  Pure lakkaino-
vaya acid gives wool a copper-red (Nahlik).  Cochineal 
plus alum - red. (Castino)  Cochineal plus chrome - 
pink to purple. (Castino)  Cochineal plus tin - scarlet. 
(Castino)  Cochineal plus iron - maroon. (Castino) 
 
Madder - dye from madder plant, Rubia tinctorum and 

used since ancient times. The presence of its name 
in Slavic mythology demonstrates the longevity of 
the Slav's knowledge of it.  Documented in Europe 
by the time of Charlemagne, with wide cultivation 
in France and Germany in the 13th cent.  The dye 
comes from dried out and ground root, and the pri-
mary coloring compound is alizarin.  It is a 
"mordant dye", which seems to mean that it doesn't 
need a mordant.  (Nahlik) 

 
 The most common red, a rose-red color, chemicals 

are alizarin and purpurin per Brown.  Used with 
clay-lime mordant. (Nahlik)  Without mordant - 
orange/red. (Castino)  With iron salts - red-violet. 
(Nahlik)  With alum - red. (Brown)  With chrome - 
rust. (Brown)  With alum or chrome - reddish or-
ange. (Castino)  With tin - orange. (Castino) 

 
Nettles - used for green colors according to Stepanova. 

Give yellow-green per Brown. 
Oak - bark gives golden-brown per Pushkareva. Oak 

gall was used per Kolchin. Wood and bark provides 
ehlagovaya acid (see above) according to Nahlik.  
The black oak, Q. velutina, provides quercitron 
which gives a famous bright yellow dye according 
to Kramer and Brown. 

Ocher - perhaps the "clay" mordant mentioned by 
Nahlik? 

Onion peel - golden-brown per Pushkareva. With alum 
- burnt orange. (Brown) With chrome - brass. 

(Brown) Red onion gives brown. (Kramer) Yellow 
onion gives yellow shades. (Kramer) Outer skins 
with alum - yellow. (Castino) Outer skins with 
chorme - orange/golden-brown. (Castino) 

Pasque flower (son-travy) - blue per Pushkareva. Anem-
one patens is the American prairie flower known as 
the pasque flower. I'm not sure it is the same plant. 

Pear - bark gives golden-brown per Pushkareva. Leaves 
give yellow/orange/gold colors per Brown. Twigs 
alone give yellow. (Castino) Twigs with chrome 
give orange-apricot. (Castino) 

Pomegranate - fruit is a source of ehlagovaya acid (see 
above) according to Nahlik. 

Poplar - buds are source of khrisin per Nahlik. See 
khrisin. Leaves give yellow/orange/gold colors per 
Brown. 

Spruce - needles used for green colors according to Ste-
panova article (see indigo notes). 

St. John's Wort - red-brown dyes per Pushkareva. With 
alum - yellow. (Castino) With chrome - deep yel-
low. (Castino) 

Tannin, танин - while not specifically named in any of 
the Russian sources I've consulted, except perhaps 
the "tonin" mordant listed by Nahlik, many of the 
plants they do mention are excellent sources of tan-
nin or tannic acid, and tannin is a crucial substance 
in most cultures for dyeing, both as a colorant and 
as a mordant, and in leather tanning. In fact, 
"tanning" is called dublenie in Russian, presumably 
derived from tannic acid, called dublenaya kislota 
in my dictionary, both terms deriving from the Rus-
sian word for oak, dub. See ehlagovaya acid for 
more information on tannins. 
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QUEEN’S PRIZE 2008 
 
Queen’s Prize will be held on January 26, 2008 in the 
Shire of Amlesmore.   
 
http://www.calontir.info/artsci/qpt/index.html 
 
Queen’s Prize is an arts and sciences event in which the 
whole kingdom is involved.  To enter, you may not have 
a Calon Lily, Silver Hammer, or Laurel.  You must have 
a sponsor who is a Calon Lily, Silver Hammer, or Lau-
rel.   
 
Sponsors may sponsor up to five entrants.  Sponsors 
must bring the same number of prizes as the entrants 
they sponsor.  During the day the sponsors will choose 
entrants who they did not sponsor to give their prizes to, 
because they really like those projects.  Once an en-

trant’s name is chosen by a sponsor, it will not be avail-
able to another sponsor to give their prize to.  These 
prizes will be given out during Court. 
 
Entrants may only enter one project.  They will be 
judged by the Novice level Arts and Sciences Criteria.   
 
Her Majesty Jane will choose an artisan’s entry that 
pleases Her most and will award that entrant Queen’s 
Choice. 
 
Her Majesty will also choose Her most favored Chil-
dren’s Entry. 
 
There will also be a Judge’s Choice awarded. 
 
Please see more information at the Queen’s Prize web-
site or contact the events stewards if you have questions. 

http://www.nsc.ru/win/sbras/rep/rep2002/t1-2/84/84.html
http://www.strangelove.net/~kieser/Russia/
http://www.calontir.info/artsci/qpt/index.html
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Since I have a Persian SCA persona, 
and wear garb from the area of the 
world many Westerners call the 
Middle East, I am often asked by 
people what is "period" (pre 1600's) 
or not for use within the Society.   

—Mistress Safia 

Although I do not consider myself any kind of an all-
knowing guru, I have collected and cultivated a little bit 
of knowledge over the years on the subject. I am also 
very grateful to many helpful gentles who have edu-
cated me, and offered their help as well.  
 
Whatever ever term you prefer to use, West Asian, 
Northern African, Islamic, Middle Eastern, Near East-
ern, Eastern, etc;  if you are interested in clothing from 
this part of the world, I am writing this for you. This list 
is designed to help people who are interested in achiev-
ing a more "period" (pre 1600's) West Asian, Northern 
African, Islamic, Middle Eastern, Near Eastern, East-
ern, etc. look. It is not meant to criticize any one else's 
garb or their ideas. Some of the issues I will address are 
touchy ones, and I will be as gentle as possible. My ob-
jective in writing this page is to share my knowledge 
and the information I have in an educational, positive 
manner that will hopefully benefit those who are inter-
ested.  
 
In a nutshell: Many people try to lump all of Northern 
Africa, Palestine, Central Asia, etc. together and create 
one term, calling it, "Near Eastern," "Middle Eastern," 
etc. The bottom line is, you can't. For all intents and 
purposes, in this article, I will say "West Asia" just for 
the sake of brevity, (I'd like not to exclude Northern 
Africa, but believe me, this page needs to be shortened 
somehow!) To be exact, parts of Southern and Central 
Asia are also included in the SCA's notion of the 
"Middle East," but like I said, I need to condense this in 
some way!  
 
There are many myths and incorrect information out 

there on historical West Asian garb, and my hope is to 
shed a little light on the subject, so that we can all be-
come better informed together. Many people are very 
passionate about the subject, and have very strong opin-
ions and ideas...which is VERY exciting to me! I wel-
come and encourage any additional thoughts that the 
SCA "Middle Eastern" community (or anyone else, of 
course!) might have on period West Asian garb. As far 
as I'm concerned, this page will never be complete. I am 
happy to add any information or ideas someone might 
have, as long as they provide good pre-1600's documen-
tation and sources, as that is our common goal within 
the SCA.  
 
Now. Before we begin, I wanna make sure that I make 
it quite clear that everyone knows I'm aware of my own 
tendency to ramble a bit. (heh! a bit!) And yes, I know I 
need to bullet this thing...that is coming when we up-
date the site, I promise. (I know you are busy and 
probably don't reeeeally have the time to sit and read 
this sooo...save yourself some time by not emailing me 
to tell me that this article is too long and unorgan-
ized...like I said, you have been warned several 
times...haha!) 
 
With that being said, I'd like to try and make it clear 
that we know what we are talking about here, so I don't 
get confused our upset emails from folks. We are dis-
cussing garb from before 1600 A.D., in the area some-
times known as the "Islamic lands," the lands I like to 
call Northern Africa, West Asia, and parts of Central 
Asia. (the latter terms are now the accepted ones in aca-
demia - look it up if you don't believe me.) In European 
terms, this means the Medieval and Renaissance, as far 



 

 

Page  35  

as time period. If you aren't sure what that means, please 
look up the time periods, as the explanation of that is too 
much for the scope of this here. So, that means we are 
NOT talking about what they wore in the 1800's right? 
Riiiight. And we are NOT talking about the traditional 
clothing that is worn now in West Asia, are we? Nope. 
Anyone who tells you that they do the same thing now 
that they did hundreds of years ago must live in a vac-
uum, no kidding. Things change everywhere, folks, that's 
just human nature.  
 
There are many pre-conceived notions about what is 
"Middle Eastern" or West Asian garb in the SCA. There 
are many more well-meaning people out there who are 
unknowingly perpetuating these myths out of simply not 
knowing any better, calling their garb “period Turkish” or 
“period Egyptian,” because when they started in the SCA, 
a friend gave them a pattern to the camel?") Master Arab 
Boy, forand assured them it was period, or they did the 
best they could to make a pattern themselves that looked 
like something they perceived to look “correct.” And the 
confusion started there. Not really understanding how 
difficult medieval research can be, especially in this area 
of study, they began to formulate their own perception of 
“period Middle East” based on maybe glancing at a few 
miniatures in a book (not even paying attention to 
whether they were Turkish, Persian, etc) and watching 
those who seemed to be “doing it right” at events and 
Halflas.  
 
The problem is, it is really hard to get a handle on what is 
historically correct for pre-1600’s clothing for many areas 
in this part of the world; especially when one does not 
know where to start. Most of your SCA participants who 
think they are interested in West Asian garb have all gone 
about it the same way…watching and copying what they 
see at events, feasts, etc. And this is why there are so few 
people that understand truly historical clothing from Per-
sia, Turkey, etc. A great deal of the garb you might see 
people wearing at Haflas, or other events is mostly an 
SCA-created fantasy style, and that style has taken on a 
life of its own. It is usually a blend of modern ethnic 
clothing from souvenir shops in Morocco, Egypt, Saudi 
Arabia, etc, some 19th century clothing styles, and 
20th/21st century tribal jewelry, nightclub/cabaret attire, 
and camel/pack animal adornments! Although it is a 
unique and exotic looking, it is not period or historically 
accurate at all. For those who are not concerned with be-
ing period, that is just fine, and you'll never, ever catch 
me saying one thing about someone else's garb. (I just 
can't do that...) 

But for those of us who are interesting in achieving a real 
period look, we need to completely, just throw out that 
SCA notion of "Middle Eastern," and re-educate our-
selves with something real, interesting, and historically 
accurate.  
 
It can be difficult to throw out that notion that we’ve held 
on to for so long! It was really, really hard for me. I had a 
difficult time admitting that I had been wearing this garb 
for years, that I told people was period, even argued with 
people was period, taught people to make, only to find out 
that NONE of it was. You know, people admired my 
garb. It was exotic looking, really neat and “ethnic,” you 
know what I mean? People complimented me for “doing 
it right.” And I used to think I was the only one who 
“really” did it right…you know what I mean? I tried 
really hard…I spent a lot of time looking for pretty fab-
rics, and working on making coats, vests, and other things 
that I thought looked like they were supposed to, until I 
really started to look in books. And that took a while. I 
had lots of books for a number of years, and I would look 
through them, but not really take a good, hard, look at 
what I was seeing. Instead, I twisted the miniatures 
around and tried to fit them into my notion of what Is-
lamic garb was, instead of the other way around...the 
miniatures were supposed to be teaching me! I now know 
what that is called...it's called "back documenting," and 
one way it happens is to have a pre-conceived notion of 
something, and stay latched onto it, make the garb, and 
THEN try to find out if they did that in period. But I did 
something even worse! I would actually take miniatures 
and try to fool myself into seeing something that just was-
n't there. 
 
Somewhere along the way that changed, however. I was 
painting a miniature one day, and something made me 
REALLY look at it. A voice inside said, "Hey...look at 
the garb! They are NOT wearing what you think they do 
AT ALL!" I immediately pulled down all my books and 
went through the miniatures. Surely I hadn't been fooling 
myself all these years, right? I was shocked and heart bro-
ken when I actually sat down and tried to find real paint-
ings and documentation for what I was doing, because I 
literally dripped with tassels and that awesome tribal jew-
elry. I wanted SO MUCH for my garb to be period…I 
wanted to find pictures in Turkish paintings…somewhere, 
anywhere, where the ladies were wearing these awesome 
tassels like I had, or even the turbans…they *did* wear 
that stuff…didn’t they? Weeeell…  
 
And so my journey began. Learning about what was truly 

Continued from page 34 
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historical was an eye-opening experience, and probably 
the most fun I have EVER had in my entire life. And the 
greatest part is, I now truly know what the pre 1600's 
West Asian lands…a history and culture I adore…are 
about. And it makes me love her all the more, and her 
beautiful peoples. I no longer cling to this fantasized ver-
sion, I have the real thing forever written in my mind and 
heart! 
 
I would like to thank the countless knowledgeable gentles 
with whom I have enthusiastically exchanged ideas and 
information on West Asian garb over the years. There are 
too, too, many to name them all, but I would especially 
like to thank Duchess Roxane Farabi for her help with 
and knowledge of Persian garb, Lady Lerwin Ysbrand 
O'Choda for her plethora of books on Turkish garb and 
who really began to first pique my interest in this, Lord 
Ozul, for teaching me how to wrap a turban in many dif-
ferent styles, ("Dad, can I borrow the keys  his vast 
knowledge of early Islamic culture, Lady Amina from 
Meridies for her wonderful knowledge on period block 
printing, tiraz, and Islamic calligraphy, and Baroness 
Hanzade for proofreading this for me. Thank you, thank 
you, thank you!!!!!! Without you guys, I would still 
would think it is totally period and documentable to per-
form with cheesy 1960's cabaret belly dancing music and 
wear a Ghawazee coat from the 1800's! What a scary 
thought! :o)  
 
   

 "Do's" for Pre-1600's Islamic Garb: 

·  Do choose a specific culture within the West Asian 
lands that you wish to portray; such as Turkish, Persian, 
Egyptian, etc. As each of these cultures are different, it 
will greatly effect what the garb looks like. There is no 
such thing as generic, "Middle Eastern," although there 
can be some similarities between cultures. Look at the 
different kinds of garb from each, and choose one that 
you really want to focus on...don't blend things together. 
There's nothing worse than "Perkish" or any other combi-
nation.  
·  Do choose a specific time period you wish to portray. 
Styles of dress developed and evolved greatly over time. 
Just as modern clothing fashions have gone through 
many changes, historical clothing is no different. 20 to 50 
years made a big difference in clothing styles, just as it 
does today. Anyone who tells you that they wore the the 
exact same thing in the West Asian lands today that they 
did in period really doesn't understand the rich fashion 
history of these cultures. Sorry, but it's true.  
·  Do choose a social class you wish to represent. This 

also greatly effects your garb, and the types of fabrics 
you use. For example, in late period (Safavid) Persian 
garb, stripes were commonly worn by the lower classes, 
and intricately woven brocades were worn by the upper 
classes.  
·  Do plan taking some time to do research. There are a 
lot of people who have a more fantasy-oriented point of 
view on the "Middle East," and have a view what was 
worn that they think is based on history, but it is not. 
Many of these well-meaning people don't even realize 
that this is the case. I find that is is usually due to the in-
dividual not yet taking the time to looking at true period 
paintings, writings, extent garments, and other historical 
sources, to understand what is fact and what is fiction. It's 
A LOT of fun to pick up a book and look through the 
beautiful period artwork presented, to look at the real 
extent garments...take the time to REALLY study what 
they are wearing...you will be surprised that it is actually 
quite different than what many people imagine as 
"Middle Eastern," or "Arab," or "Turkish." Make sure 
your sources are of the pre-1600's (or no later than 1650) 
variety. Also, remember that the Islamic calendar is 
VERY different than the calendar we use in the West. 
Make sure you are looking at western dates when a 
source gives you a time period. (This is a common mis-
take in documenting pre 1600's West Asian garb)  
·  Do realize that not all people in the West Asian lands 
were "nomadic," (or practiced Islam, for that matter.) 
There were also people living in cities, towns, etc, whose 
families had been established there for generations, and 
people who were Jewish, Christian, etc. Consider other 
interesting options besides the common "nomadic" or 
Muslim persona.  
·  Do use "primary" sources. These are extent garments 
(real examples of clothing from the time period,) actual 
historical accounts written during the pre 1600's time pe-
riod, or artwork of the period. There are many books 
written by modern people communicating their ideas and 
theories about what was worn in period, but these are 
always a second choice, as the person may be incorrect, 
or may not fully understand what they are seeing. Look at 
the miniatures and historical accounts yourself, and ex-
periment with making your own educated guesses and 
theories!  
·  Try to use extant pieces (actual surviving pieces of garb 
from the time period) to base your garb on, if possible. 
This can be difficult in some cases, because there are so 
few pieces left. If you can only find a few pictures of ex-
tant pieces, or can't find any, refer to miniatures and other 
forms of artwork to find ideas. Also, there are some writ-
ten accounts of garb as well. Use all of these things as 
your guide.  
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·  Do use fabrics that are appropriate. Natural fibers are 
always the best choice. Silks, linen, cotton, furs, and wool 
were all used in various types of West Asian garb.  
·  Do plan on wearing some type of head covering. All 
Islamic and Jewish cultures wore a hat or head gear of 
some sort, and most Christians did in period as well. Use 
miniatures and artwork as your guide.  
·  Do take your time when looking at Islamic art, espe-
cially miniatures. Often you will find new things upon a 
second, third, or fourth look. I am still finding new things 
in miniatures I have studied for 5 years!  
·  Do pay attention to the gender of the figures in an Is-
lamic art miniature. Interestingly enough, this can be dif-
ficult! Male figures are often rendered in a way that looks 
very feminine to our Western/Modern eyes. Men often 
wore earrings, makeup, and just as much, if not more, 
jewelry adornments. It can be very difficult to tell what 
the gender of a figure is. As a rule of thumb, if the figure 
is wearing a turban, they are a man, no matter how femi-
nine they may look. Yes, my persona is a man, I was ele-
vated as a Master. (I use the title of Mistress to avoid con-
fusion and when my husband fights for me in Crown) But 
no, women did NOT wear turbans in period...and there 
are many people who will argue this point with you 'till 
the cows come home! The fact is, there were laws in most 
West Asian countries against women wearing men's 
clothing, especially the turban. After 1600, some women 
occasionally wore turbans, and this increased in popular-
ity through the 1800's and beyond. Occasionally, (in Per-
sian art, especially) you see figures wearing no hats at all, 
with a plain shaved head, or bald with a top knot. All of 
these figures are young men as well.  
·  Do make sure, when you are using miniatures, that the 
people are actually people in the painting. The garb that 
angels, fairies, djinn, are wearing is allegorical, and can-
not be used as garb for people. Also be careful when you 
see people portrayed wearing animal skin coats. Many 
times, these are miniatures depicting ancient legends, and 
the people in them are the equivalent of cave dwell-
ers...basically Fred Flintstone!!  
·  Do use bright colors, in many tones! West Asian cul-
tures were very fond of color...rather than the drab 
"desert" look. Colors were not "matched" as we under-
stand them today, but rather used the oriental 
"complimentary" color scheme; pairing colors across the 
color wheel. It's okay to clash...wear as much color as 
possible! Let's brighten up that dusty Silk Road!  
·  Do be careful when you pick colors. Some West Asian 
cultures had religious or cultural restrictions on certain 
colors, and in others, it was frowned upon to wear certain 
colors. For example, in Persia, everyday people did not 

wear black. We know from period writings that the color 
was considered unlucky, and a sign of the devil. When 
you see people wearing black in Persian miniatures it is 
for several reasons. First, some pigments turn black with 
age...like indigo, for example, or silver. Some of the 
miniatures are not depicting people, but fairytales, such as 
"The Black Palace," in which everything was, well, black. 
This is not a real place, any more than Jack and the Bean-
stalk is real. Or, if the person in the miniature has dark 
skin, is wearing black, sort of standing off by himself, 
kind of spying on people... usually in a sand pit or in the 
bushes) that's the devil. Besides the fact, even if the cul-
ture you are portraying can wear black, let's get a little 
creative here! Everybody wears black! Let's pick some 
other colors for a change, shall we? The West Asian peo-
ples were well known for their wonderful dyeing skills, 
and their vast array of dyes, so take advantage of it! Ever 
heard people in the SCA say, "pink is not period!" Well 
guess what? In West Asia, it IS period!  
·  Do wear the appropriate footwear. Pointed slippers are 
the best choice, rather than sandals! Boots are also a good 
choice, with a slightly pointed toe. If you can find them, 
Mongol style boots are excellent for late period Persian or 
Turkish garb. There are actually some similarities be-
tween Mongol, Persian and Turkish clothing, but remem-
ber, that doesn't mean that they are the same!  
·  Do use appropriate jewelry. We have many pre-
conceived notions about "Middle Eastern" jewelry, 
(especially women's) and many of these ideas are not 
based on period fact. Again, look to the miniatures and 
historical accounts as your guide.  
·  If you are dressing like a lady, it is best to wear a veiled 
head dress of some kind. There are many, many different 
ways to wear veils. This, depending on the culture, can 
also be supplimented with little caps or golden circlets/
tiaras. Some women wore tall hats of interesting shapes 
(Turkish, Egyptian, and Armenian) or Mongol-style hats 
with a fur, leather or metal up-turned brim.(Persian) The 
center cap often had a gold decoration on top shaped 
similar to a small finial.(Persian) Mongol-shaped hats 
with a metal crown/brim were called "Taj-Kulah," and 
were worn by both genders. Sometimes it is difficult to 
tell exactly how the ladies are wearing veils or other head 
coverings in the miniatures. Do the best you can. If it 
looks close to the miniatures you are using, good job! It 
may not be 100% correct, but remember, we are not ex-
actly sure how many of the ladies head coverings 
"worked."  
·  If you are dressing like a man, wearing a turban is the 
most common head dress. There are quite a few different 
styles, depending on the culture. Some cultures wrapped 
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the turban every time they wore it. Practice wrapping 
the turban over and over again in the mirror. Soon you 
will be able to do it in your sleep. In other cultures, the 
turban was actually made on a hat-form and sewn to-
gether by a milliner, and weighed around 15 pounds!! 
Turbans were usually wrapped around either a felted 
wool cap or somewhat pointed hat, which was most 
commonly red in color, but could also be other hues, 
such as green or blue. (Turkish, Persian) Sometimes 
turbans (Persian) were wrapped around a bottle-shaped 
hat called a taj-haydari. There may have been some 
meaning to the color, but we only have sketchy infor-
mation on this, and it is not a lot. People will tell you, 
"Arabs wear red, Christians wear blue, etc." and the 
colors vary, depending on who you talk to, and where 
they went on vacation to Western Asia (the person is 
usually Western.) This is a more modern tradition, and 
although the colored caps had some meaning...for ex-
ample, we DO know green meant you were a direct de-
cendent of Muhammad, we don't know very much 
about the other colors. I've seen recently where people 
say the colors of turbans (particularly for non-Muslims) 
was laid out in the Pact of Umar. But if you actually 
read the Pact, rather than just hearing what somebody 
supposedly in the "know" tells you it says, there is NO 
mention of coloring for turbans. What it does say about 
turbans is that non-Muslims are not to wear them. My 
suggestion for turban colors is please do not wear green 
unless you truly are a decendent of Muhammad, out of 
respect. Turbans were also decorated with feathers and 
small bits of jewelry-type ornament called a sarpiche. 
(in the Persian language) Men also wore wool or silk 
caps and hats by themselves, or Mongol shaped hats 
with a fur, metal, or leather up-turned brim.(Persian 
Taj-Kulah) There are many, many options for head-
wear!  
·  Do wear make-up, if you can. (mostly for the ladies, 
although men wore make-up too in some cultures) A 
nicely applied make-up job will enhance your garb and 
make it look more authentic. Remember that period 
methods differed greatly to our modern ones. Experi-
ment! Something may look a little weird to our modern 
eyes, but with the correct garb, it looks exotic, beautiful 
and authentic! Don't be afraid! So darken those eye-
brows, extend your eyeliner, get your hands henna-ed 
etc. Do what you see in period artwork. Believe me, it 
makes a big difference.  
·  Do wear your garb in layers. Most West Asian garb 
styles include at least 2 or 3, an inner chemise-like kaf-
tan, a middle kaftan, and an outer coat of some sort. The 
cut and style of these garments vary, depending on the 

culture you are portraying.  
·  Do wear comfy, "MC Hammer" style pants. These are 
called "salvar," which is pronounced /shahl-wahr/ and is 
spelled many different ways. These pants are loose in 
the seat, and taper at the ankle. Some cultures start the 
taper at the calf. There are also other styles of pants 
worn in some West Asian cultures, that were loose all 
the way through the leg (like karate pants) and occa-
sionally with a small open slit a few inches long at the 
front bottom. A few people have pointed out to me that 
there may have been pants gathered at the ankle in rare 
cases (like the well-known and loved harem pants) but I 
have not seen enough evidence for this to say yes for 
absolute certain. Most of the time, what I see is a paint-
ing or a statue where the pants are tucked into a boot or 
shoe...so it is difficult to tell if it is gathered or not. Peo-
ple use the excuse all the time, "I know harem pants are 
not period, but they are more comfortable." Salvar do 
not feel any differently, if made correctly, than harem 
pants, so there is really no excuse.  
·  Do wear a sash or plaque belt about your waist. Pay 
extremely close attention as to what gender is wearing 
the plaque or metal belts in the miniatures. For exam-
ple, in the Persian paintings, it is the men who are wear-
ing them, NOT women. Again, men sometimes look 
very feminine, and people get confused.  
·  If you choose to wear tiraz bands or other Islamic lan-
guage embroidery (Arabic, Farsi, Turkish, etc.) make 
sure you know what the writing means! Lord Ozul once 
told me a story about a fellow he knows who took some 
Arabic writing off the bottom of a ceramic bowl and 
made embroidered tiraz bands from it, sewing them to 
his sleeves. One night he went to a Saudi Arabian res-
taurant, wearing the garment. All of the Arabic speak-
ing workers in the restaurant pointed and laughed at the 
garment, saying, "Oh! That's funny! It's so perfect!" He 
asked them (rather nervously) what the writing meant. 
They told him it said, "I am an eating vessel." And be-
ing a very large man, they felt it described him per-
fectly! LOL!  
·  Do choose period forms of dance, if you wish to per-
form West Asian-style dance. This is not directly a garb 
"do," but if you are wearing period West Asian garb, it 
will only enhance it.  
·  Do realize that historical recreation of garb is a proc-
ess. You probably won't get every element "right" the 
first time out. That's perfectly normal! Don't give 
up...your skills and knowledge will improve with time 
and effort.  
·  Do expect many people to not recognize that you are 
wearing West Asian garb at all. People are used to the 
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belly dancing or tribal look as being "Middle Eastern," 
and they are uniformed about the true period West Asian 
styles. Do not become upset if someone compliments 
you on your "Mongol garb" (which is close in some 
cases, especially Persian, but no cigar!) or your "Spanish 
garb." (not meaning the Moors, of course) Take this as a 
great educational moment, where you can share your 
research and commitment to period garb with someone 
else, who might in turn, have something neat to share 
with you. And, you can make a new friend at the same 
time!! Sounds like fun to me!  
·  Do enjoy period pre 1600's West Asian garb! It's beau-
tiful, comfortable, opulent, impressive...need I go on? 
Period garb is NOT boring! Consider the rich, interest-
ing, and glorious history behind period clothing, and be-
come a part of it! There are some ladies (or gentlemen) 
who are looking for an attractive, (and shall I say) sexy 
look who opt for the "belly dance" route. Which is per-
fectly fine, if that is their choice, but I offer this option: it 
is my opinion that there's nothing more beautiful and 
attractive than a well dressed lady or lord in great look-
ing period garb, even if it is a more "covered" look! 
Making and wearing historically correct garb is a re-
warding experience all the way around! It makes the 
"game" more authentic, fun, and magical! Isn't that why 

we do this thing called the SCA anyway?  

"Don'ts" for Period Pre-1600's West Asian Garb 

Click here to see a picture of me in my very first garb, at 
my first event...Pennsic 21, which was in 1992. I was the 
ripe old age of 20 years old! There are many things I la-
ment about the picture, primarily that I wish I was still 
that thin! However, look at this hideous garb! It's "I 
Dream of Genie" all the way! Notice that I am wearing a 
spandex sports bra, an Egyptian ankh, and Greek key-
design trim on the vest. Never mind the cheesy plastic 
jewels, the horrible headpiece (I don't even know what 
the point of THAT was) complete with those awful gold 
coins! If you look closely you can see that I'm wearing a 
pyramid-spike bracelet (?!?!?) and turquoise Native 
American jewelry mixed together! I had no idea that this 
was not period...in fact I don't even think I knew what 
"period" was back then. Ahh...those were the good ole' 
days! *chuckle* My point in showing this is that we all 
started somewhere with our West Asian Garb. I think 
mine HAD to be the worst in history. If you're still a be-
ginner, and your garb looks better than this...well hey, 
you've got great potential! Good luck!  
Personal note: I have probably done each one of these 
"don'ts" myself on my quest to wear period West Asian 

garb! Hopefully others can learn from my journey! Also, 
remember, this list is for those who want to go totally 
period with their pre-1600's West Asian persona (or to at 
least give it a good try.) If you aren't concerned with be-
ing totally period, or want to wear any of the items listed 
here anyway, go for it. It's your choice. There are a few 
times when I don't wear period garb either. This happens 
especially at Pennsic at night, where I am requested to 
come out and dance in people's encampments. They ask 
for the "tribal" look, not the period garb, because they 
want a certain type of entertainment, not an A&S ex-
hibit. So I strive to make them happy in those situations. 
I also have a group of friends that likes to go out and 
party at Pennsic, and remembers when I used to wear the 
"fun" stuff. The period stuff, no matter how I explain it, 
it just plain out boring to them. So everything, even the 
fantasy garb, has its appropriate place.  
This list is not intended to criticize or dictate garb to 

anyone, it's just a group of suggestions. Enjoy.  

·  Please don't tell people you are wearing period West 
Asian or "Middle Eastern" garb unless you know 100%, 
without-a-doubt that it is, meaning you have period (pre-
1600's) documentation to prove it. (not just a "trusted 
friend" telling you that it is...find out for yourself...it's 
really fun to do research on this, trust me!) To document 
garb correctly, it is advisable to have some extent (actual 
period pieces) to base your patterns off of if possible, 
some paintings from the actual culture (Turkish paint-
ings of Turkish garb, for example) and period writings 
about clothing are good have as well. Just make sure you 
have actually looked at the miniatures and have made a 
fair attempt...don't make the terrible mistakes I did! I 
remember telling people I had looked at "hundreds of 
miniatures" when what I had really done is glanced at 
them and twisted my perception of them around to fit 
what I was doing. Don't waste the huge amounts of time 
and energy I did, trying to create something that just 
wasn't there, and wasn't real. And, I just implore you to 
please, not tell people you are wearing period West 
Asian garb if you don't know for sure. It's okay to tell 
people that you aren't sure if something is pe-
riod...sometimes the most unlikely people might know 
somebody else who can REALLY help you a lot with 
your research...who would have guessed that a goofy 
"stick jock" named Gunther (now Duke Darius) that I 
occasionally saw and had a drink with at parties in my 
'20's, ended up marrying the one person that has influ-
enced me and helped me the MOST in my West Asian 
garb research? (Duchess Roxane!) So you never 
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know! :o)  
·  Don't wear sequined or beaded night-club type belly 
dancing costumes...the beaded bra-top and beaded 
dance belt ensembles with the chiffon veils, skirts, and 
harem pants, typical "cabaret" attire you see in the res-
taurants. Yes, they are really, really, pretty. However, 
these did not become popular until right before the 20th 
century. I know, I know, there are paintings and very 
old photos with lovely ladies wearing these or similar 
outfits. But look at the dates, folks. They are all from 
the late 19th century. That time period is not in the 
scope of the Society. And we can't just assume and 
speculate that they wore the same exact thing centuries 
before...that's just not good historical scholarship, not 
when you want to create something very authentic to 
the time period.  
·  Don't wear genie-type costumes. Some West Asian 
cultures did believe in djinn (genies) but they did not 
dress like them.  
·  Don't wear chainmail bras, jewelry, or headpieces. 
Although they are pretty, they are not period. Mail was 
worn as armor, not adornments. A very dear friend of 
mine makes chainmail jewelry, and even sells it in my 
booth at Pennsic. He also knows that what he does is 
not period, and he caters to the fantasy crowd, and not 
those who are going for the period look. That is fine! 
Actually, his work is really awesome, I own a lot of his 
pieces, and wear it a lot outside of the SCA,(I even 
wore it when I got married) but I don't wear his work 
with my West Asian garb, because they are strictly fan-
tasy.  
·  Don't wear coin jewelry or belts. There are no true 
examples of this in period. There is one very early Per-
sian tile that looks as though two dancing girls, pouring 
wine while performing, are wearing coin belts. ("Wall 
Painting," Jausay al-Kahaqani Palace, Samarra, 836 
AD, from "Islamic Art and Architecture," Robert Hil-
lenbrand, Thames and Hudson, 1999, p 47) This is the 
main reference used in the coin argument. The problem 
is, the only parts of the tile that are actual surviving pe-
riod pieces are tiny shards, and it's NOT the parts with 
the coined sashes! The rest of the tile was reconstructed 
in the 1920's, including, like I said, the coin part...it was 
completely made up. So, this can obviously not be used 
for garb documentation. Yes, coin jewelry was worn in 
ancient Greek and Roman cultures - but that is not what 
we are discussing here.  
·  Don't wear tassel belts or "tribal" type gear. Unfortu-
nately, these are not period either. Most tribal pieces are 
not more than 100 years old, and the average age is 50 
years old. (I collect tribal pieces myself) The "tribal" 

look that has become so popular in the SCA comes 
from many different cultures fused together, some being 
period, and some not. And, to quote a dear friend of 
mine, "Camels wear tassels, not people." Now, remem-
ber we are talking about pre-1600's West Asiangarb. 
They did wear tassels in other cultures, and in other 
time periods, (beyond the 1600's, I mean) as parts of 
head dresses, etc. (such as Mongol, Chinese, etc.) I have 
never found an example of people wearing tassels, other 
than on a pouch, the end of a braid case, or occasionally 
a small one on jewelry in the period West Asian lands. 
There also is no such thing as a "nomadic" or 
"merchant" style of dress that borrows pieces of garb 
from all different time periods and places. Please do 
NOT email me about pirates or vikings (oh man, do I 
get a LOT of that...)unless you have really, really excel-
lent documentation to the contrary. (when I mean excel-
lent, I mean several sources, not just one. I need actual 
titles of books, internet sources, etc, not something a 
friend of a friend told you, please) If you have that kind 
of info, please let me know, I can and will change my 
mind...but then again, that has nothing to with West 
Asian garb anyway. LOL (See also the next entry below 
regarding gypsies) The tribal style actually was created 
by an American belly dancing group on the West Coast. 
It was never meant to be a historically accurate look, 
they perform on a modern stage and in nightclub ven-
ues. There are real tribal people in the Pre-1600's pe-
riod, such as the Bedouins, and Persian tribal peoples 
(Herati, Bukhari) to name a few. But they did not dress 
anything like the well-known "tribal" style.  
·  Do not wear any type of "stuff" hanging off your belt 
if you are portraying a lady. Men (I have noticed this 
especially in Persian garb, but then, that is my area of 
expertise) do have nifty things like intricate pen cases, 
SMALL knives, (and I mean small...there is nothing 
worse than having a huge fantasy scimitar hanging from 
your sash with period garb) silk scarves, prayer beads, 
etc, hanging from their belts. But hanging a bunch of 
"jiggly" stuff (cups, mugs, bells, collections of site me-
dallions, silverware, daggers, etc, etc.) is very much a 
"Ren Faire" thing, not a "period" thing at all. If you're 
going to hang stuff from your sash/belt, do it with au-
thenticity in mind, not stuff-to-make-jiggly-noise in 
mind.  
·  If you are going for a truly "period" look, the popular 
fantasy "gypsy" look (also called Romany) is NOT the 
way to go. Unfortunately, we do not have a great deal 
of evidence as to what they wore in the pre-1600's pe-
riod. We do have plenty of documentation for gypsy 
garb from the 18th and 19th centuries, but as I stated 
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above, all clothing styles change greatly over time. 
These would not be good sources for the period pre-
1600's gypsy. Here is a small bit of information on pe-
riod pre-1600's Romany garb. Click on this for more 
details. You will see that period Romany garb has very 
little to do with West Asian garb.  
·  Don't wear any type of garb or jewelry that is typical 
"belly dancing" garb. This was not done until the 
1800's. Most period dancers did not have too different 
of a clothing style to everyone else, as dancing was a 
social activity performed by everyday people at parties, 
weddings, etc. If there were designated dancers, they 
wore clothing of a lower class, usually shorter coats, 
fewer layers, etc. But NOT lower cut clothing, more 
see-through clothing, etc. There were some dancers that 
might have been courtesans, but they would not have 
been dressed in a manner, publically, that would have 
been considered lewd. (Too much cleavage exposed, 
etc.)  
·  Don't buy into weird SCA West Asian garb "rules" 
about things without finding hard evidence to back it 
up...this is my favorite example..."Don't wear red pants 
unless you are a portraying a prostitute." I have NO idea 
where that came from, I can't find any real historical 
evidence for this anywhere. Or here's another: "Wearing 
a bell means you're a slave." (there is actually an SCA 
household that started this tradition, but it was never 
meant as anything period...it's funny that it has evolved 
into that!) As with anything else, if you have historical 
evidence for these things, please let me know!  
·  Don't use modern "belly dancing" styles of music for 
dance or entertainment. Although there are claims to 
modern belly dancing styles being "ancient," this has 
not been truly documented. There are period forms of 
Oriental dance that are somewhat similar to belly danc-
ing, and this is certainly where belly dancing originated 
from. But, modern and period styles of dance are also, 
in many ways, very different. Studies in the period 
dances of the varying West Asian cultures is fun, inter-
esting, and well worth the effort. Again, this is not a 
garb "don't," but if you are trying to be more period in 
your portrayal of pre 1600's West Asian culture, why 
not go all the way, right?  
·  Don't wear bare-midriff clothing. I have not seen any 
examples (except for very late-period Indian, and that is 
not part of the Islamic lands anyway) of ladies ever 
showing their midriffs. Usually, Islamic garb is in sev-
eral layers, and is quite covered. I saw a live journal 
recently (that linked this page, no less) where somebody 
said that the statement of bare bellies not being period 

in the Middle East (West Asia) is a myth!!!...HUH??? 
I'd like to know where that idea came from, I really 
would. (More SCA myths being perpetuated...) People 
just didn't walk around uncovered like that in the West 
Asian lands...no matter who claims they did. Belly 
dancers, even with the netted body suits, are well out of 
our period, people! Sorry, I try to be patient, but I start 
to get a little erked after a while. :o) Look at the minia-
tures, look at extent clothing, read period accounts, read 
the Hadith (narrations of the Prophet, which include 
tenets for dress.) People were required to dress conser-
vatively, that's the fact. I know, I know, some people 
want SO much to show off their bellies. Cool, if that's 
your choice. But please (I'm begging you!) don't make 
any claims about clothing that just aren't true and have 
no proof of (plus turn around and claim that the truth 
about period clothing is "myth!" That really upsets 
me...) Yes, cholis were worn in late period India. Yes, 
they are bare midriff. But no (think about it, please!) 
these are NOT examples of West Asian (Middle East-
ern) clothing. Ladies wearing cholis were Hindu, (South 
Indian) guys. :o) That's the facts, ma'am. I'm not mak-
ing this stuff up, believe me!  
·  Don't wear chemises or coats that are open enough in 
the front to show a bare belly.  
·  Don't wear little vests with light, thin chemises under-
neath. (Or a little vests with no chemise, for that mat-
ter.) This is a style that dates to the 1800's.  
·  Do not wear a chemise that ties, halter-style, under the 
breast. This is a modern invention.  
·  Do not wear a garment known as the "Ghawazee (or 
gawazee) Coat." This garment, as it appears in patterns 
such as "Atira's Fashions" and the like, NEVER EX-
ISTED. Yes, that's right, you heard me, I just said the 
beloved Ghawazee coat that so many people have been 
creating for over 25 years now in the SCA never existed 
and is historical nonsense. What you have here is one of 
the biggest myths and fallicies ever perpetuated (I feel) 
in historical clothing. The coats that the ladies from the 
Egyptian Ghawazee tribe wore (which DID exist) were 
the same cut as the Turkish Entaris of the late 18th and 
early 19th centuries. Obviously, this is STILL not a gar-
ment that people should be wearing, as it is not period 
in any shape or form. And boy, will a lot of people 
complain, rant, and want to burn me at the stake for 
mentioning this one. :o) There are period coats or kaf-
tans that were worn in the pre- 1600's West Asian lands 
that might look similar to a Ghawazee Coat upon first 
glance, (such as the pictures of Persian coats elsewhere 
on my website) but please keep in mind that they are 
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actually very, very different garments. They have a 
MUCH different cut and fit. Some people still call my 
Persian coats Ghawazee Coats anyway even after they 
learn differently, and at that point I just have to take a 
deep breath and remember that old habits die hard! :o)  
·  Do not wear a caftan or coat that is cut underneath 
your breasts. This is an incorrect interpretation of a pe-
riod style. The actual (Turkish) garment is made VERY, 
very tight, so tight in fact, that it must be (in some 
cases) pulled under the bust (or at the bust) to button it. 
The rest of the buttons going up to the neckline are left 
open.  
·  Do not wear turbans if you choose to dress as a lady. 
Remember, men often appear to be very feminine to our 
eyes in Islamic art. Yes, that is correct, I am saying that 
women DID NOT wear turbans. You can holler, 
scream, and tackle me down at the next event you see 
me at if you like, but that’s history, folks, I’m sorry! 
(you think I'm joking...you have no idea how many 
nasty emails I get over this stuff!!) I wish it weren’t true 
for the ladies because turbans are very cool. But if you 
wear a turban and your persona is a lady, well, you’re 
not dressing as a lady, you're dressing as a guy, it’s as 
simple as that. And let me point out again, if you didn't 
catch it earlier in this article, just so no one gets con-
fused, I dress like a man, and was elevated as a Master. 
Many people keep sending me pictures they think are 
ladies wearing turbans, and they are not...they are men. 
A lot of times you can tell by the title of the painting, by 
what the person is doing in the picture, by what they are 
wearing (there are some other things women don’t wear 
that are also dead give-a-ways, etc.) Out of period, 
women started wearing turbans (18th century- 19th cen-
tury, etc) But for our period? Nope.  
·  Do not wear the Kafiya, this is a modern head dress. 
For those of you who do not know what this is, this is 
that dish-rag looking head covering (sorry if that sounds 
disrespectful, I couldn't think of any other description!) 
that you see men in Saudi Arabia and other countries 
with men of Arab decent wearing (they wear them in 
Egypt, Syria, Iraq, etc, too) with a black cord wrapped 
around it like a headband to hold it on. Yassir Arafat 
used to wear one. Kind of like the Biblical shepherd 
look. Oh, and people go on and on about colors and 
their meanings with this one too...it doesn't matter...the 
whole head dress is completely modern, and please 
don't email me and argue about this, it really starts to 
upset me when I get a nasty email from somebody I 
don't even know, and they have no proof to back up 
their claim, other than, "my friend told me about this 

book. I haven't seen the book myself or read it, but..." 
Give me real proof, not nasty emails, please, I'm beg-
ging you!  
·  Do not wear make-up that does not go with the West 
Asian culture you choose to represent, such as Moroc-
can tattoos with Persian-style coats.  
·  Striped fabric is not the ONLY fabric for pre 1600's 
West Asian garb! Be creative! Stripes were usually 
worn by the lower classes. And, just because someone 
wears stripes, it does not mean they are only from one 
culture, such as Turkish. (Persians and Egyptians wore 
stripes too, for example) Consider other fabric 
choices...solids, florals, some oriental 
"brocades" (especially for Persian) and block-printed 
designs.  
·  Do not wear obviously modern fabrics for your garb, 
such as metallic lames, sequins, animal prints, "ethnic" 
prints, etc.  
·  Do not go with your head completely uncovered! All 
pre 1600's West Asian garb includes head gear of some 
type, unless the figures in the miniatures are bathing, 
mourning,(in some cases) or in a private scene. Like I 
always say, "wear the garb, WEAR THE HAT!!!" 
There's nothing more disappointing than seeing beauti-
fully done garb with the wrong headpiece or no head-
piece at all.  
·  Do not wear an excessive amount of jewelry...try to 
emulate what is worn in the miniatures. You simply do 
not see people in the period painting bedecked in tons 
of coined necklaces and tasseled this and that draped all 
over their bodies…in fact, you don’t see them wearing 
coins and tassels at all, but that’s another story...  
·  Do not wear garb or jewelry that denotes the Ancient 
Egyptian religion (ankhs, etc.) This is well out of the 
scope of the SCA. Egypt was part of the Islamic world 
in period, and had no knowledge of its ancient beliefs, 
not even in an "underground" sense. There are quite a 
few people who continue to argue this with me, and I 
don't know why. If you like mummies, Bast, and King 
Tut, then do an ancient Egyptian persona. :o) Don't mix 
Islamic and Ancient Egyptian together. It's too confus-
ing and it just doesn't work.  
·  Don't wear leather or fur bras, or any bra for outer 
wear. Kind of reminds me of the Seinfeld episode. :o)  
·  Don't wear modern tourist caftans, or modern caftans 
or other accessories worn in the Western Asian lands 
today. Styles have changed since period times. It's so 
funny - I get emails from people who live in these coun-
tries, laughing and saying, "it's about time people recog-
nized that we have fashion history like the rest of the 
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world!"  
·  Don't use modern movies for your ideas on pre-1600's 
Islamic garb. Even though I love "The Thirteenth War-
rior," and Antonio Banderas looked scrumptous, his 
garb was not something that can be used as a model for 
period pre-1600's West Asian garb, unfortunately. 
There might have been a few elements that were so-so, 
but as a whole, the garb was very modern looking.  
·  If you choose to wear fantasy style, or belly-dancing 
style garb, that's OKAY. Often it's just too darn hot or 
impratical to wear 100% correct garb with all its lay-
ers...and sometimes you just may not be in the mood! 
There's nothing wrong with that! Like I said before, I 
don't always wear period garb either! Just make sure 
you are not giving people the false impression that what 
you are wearing is, in any shape or form, period if it 
isn't. Sometimes we may not be sure if something is 
period or not, and saying "I don't know" is much better 
than leading someone who is really interested down the 
wrong route. I wish that were the case when I started! 
People gave me patterns and taught me how to make 
garb, and told me it was period, only to find out years 
later it was the SCA "Middle Eastern" myth being per-
petuated. The people who gave me the patterns meant 
well, they just didn't know any better either. Now, when 
I wear my tribal-style outfits to parties at Pennsic, or 
other places were I am not concerned about being pe-
riod, (Fairie festivals, Larp, etc.) I just make sure that I 
tell people that my garb is "really cool fantasy, I'm just 
having fun tonight" and is not SCA period, if they ask. 
Most of the time people don't ask, and I don't worry 
about it. If people are interested, I often explain the 
"American Tribal" style, (ATS) and they are usually 
intrigued, and walk away a little more educated! It's all 
in good fun, right? :o) I used to get all funny about 
walking out of camp in my non-period garb. I've 
learned to relax and find a happy medium, because 
there really is a time and a place for both. Quick story: I 
actually HID from my King and Queen when they came 
into my encampment at Pennsic, because I was getting 
dressed for a party, and I was all done up in my non-
period tribal "schtuff." I just couldn't bear for them to 
see me like that. Little did I know they were looking for 
me. Well, they were looking for other people in the 
camp to, but also for me. Well, the herald knew me per-
sonally and didn't call out my name because he didn't 
see me at my tent or bouncing around camp...he as-
sumed I was out- HA! I fooled them! Well, guess what? 
They wanted to give me an award for my dancing...and 
I dance in the tribal stuff. Basically, they wanted to rec-

ognize me for the non-period stuff too. Mostly, because 
it makes other folks happy and helps them to have a 
good time at parties. End to the story...did I get my 
award? Yes, the next day. But Roxane ended up giving 
it to me instead, she was the princess at the time. Which 
was cool also, it's not everyday your best friend is the 
princess. So like I said, there REALLY is a happy me-
dium with all of this!  
·  Don't worry if other people don't know you are wear-
ing pre 1600's West Asian garb. There are so many pre-
conceived notions, they may not understand that your 
garb is, in fact, "Middle Eastern," or more correctly, 
West Asian, North African, Central Asian, etc. People 
have made all sorts of amusing guesses about my garb! 
Once there was a lady who said to me, "So what is 
YOUR persona?" And I said, "I am a Safavid period 
Persian" She looked at me up and down and said, 
"Well...not really...not even close...you look Chinese." 
Did I let that bother me? NO! I knew I had done my 
research. So instead of getting snippy, I handed her a 
book of some Persian miniatures (which I often have at 
events) and she was intrigued. We ended up talking for 
a couple of hours. She decided to create a Persian per-
sona for herself! It's so fun sharing information with 

others! I love happy endings!  

Enjoy Wearing Real, Researched, and Period Pre-

1600's West Asian Garb! Good Luck! 

P.S., if you would like to email me, click here. I don't 
even mind if you feel like hollering about me saying 

Ghawazee coats are not period, etc. just please, try to be 
nice. I love great conversations about garb, as long as 
they are great conversations, and not ridiculous ones, 
(like please don't email me and tell me something silly 
like, say, in period pirates were required to wear a black 
turban with a skull pin and a feather on it when sailing 
in the Gulf, because I probably won't email you back, 
I'll be too busy chuckling at the email!) In fact, if you 
want, I'll even send you a whole bunch of new patterns 
to replace the old ones you've been using, (they will be 
Persian ones - that is my area of expertise) now that 
you've found out they are not period. I will try to help 

you anyway I can, honestly, I will. :o) Peace.  
 
 

� � �  
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10.  You buy an extra set of pots and pans just for your SCA experiments. 

  9.  You have two sets of garb for the same reason. 

  8.  You learn Latin just so you can understand Master Andrixos. 

  7.  You learn French to be able to say those heraldry terms with the proper pronunciation. 

  6.  You can see all the mistakes in your works but never in the works of others.      

  5.  Your idea of ‘cooking’ means making inks and pigments. 

  4.  You sit around thinking of puns using the word ‘woad’ just in case it comes up in conversation. 

  3.  You plan a tithe to your Kingdom’s Needle Guild in your budget.  

  2.  Your idea of Heaven is a place filled with books—and the time to read them all.       

  1.  Your Christmas gift list includes such things as feathers, hide glue, leather scraps and whalebone.     
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Calontir Arts And Sciences 

CalonAandS@yahoogroups.com               http://www.artsci.calontir-rush.org/ 

RUSH: Royal University of Scir Havoc 

http://calontir-rush.org//  

� Guilds            �    

Bardic College :  CalontirBards@yahoogroups.com 

 

Brewer’s Guild: http://www.geocities.com/calontirbrewersguild/     

LISTSERV@crcvms.unl.edu   (to join the listserve put ‘subscribe Calon-Brew’ in header)  

 

Cookery Guild: http://groups.yahoo.com/group/CalontirCooksGuild/ 
 

 

Fiber and Needle Guild:  http://www.calontirfiber.org/index.php    CalontirFi-
ber@yahoogroups.com  
 
 

Pottery Guild:      Calontir_Potters@yahoogroups.com 
Greetings from the Pottery guild!  The Calontir Potters Guild was formed to maintain a 
level of expertise in the area of pottery for the Kingdom of Calontir.  The main focus for 
our guild is currently the renowned Pottery Tent that resides at Lilies. War each year.  It is 
our mission to teach others how to create vessels from clay as well as to advance the 
Kingdom's knowledge about medieval ceramic wares.  All interested parties are welcome 
to join the guild and we have an internet based listserve through Yahoo Groups which is a 
forum used to hold discussions about pottery year round.  Our current Guild Head is Mis-
tress Genevieve and our current Treasurer is Her Excellency Vasilla. 
 
Scribes Guild: CalontirScribes@yahoogroups.com 
   

mailto:CalonAandS@yahoogroups.com
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So you’ve got a really cool thing you want to submit to 

the Calon Scrolls.  Great!   

Topics: The Scrolls needs good in-depth articles about 

period arts, sciences, artists, scientists, practices, meth-

ods, tools, and lives and times.  Good informal articles 

are welcome, too, on period projects that you’ve done 

and how you did them (like documentation).  Book re-

ports are needed on books relevant to what we study in 

the SCA.  And since my sense of humor is pretty bad, I 

really help with the fun facts and ‘you know you’re an 

artisan’ feature.    

Things that are pertinent to the arts and sciences in Ca-

lontir or the SCA are welcome, such as articles on judg-

ing, documentation,  competitions, personas, information 

about upcoming guild activities,  A&S areas at events, at 

Lilies, or at foreign wars .  

Artwork is also needed to make the Scrolls pretty.  Origi-

nal drawings, paintings, etc., are great. So are photos of 

the recreations you’re working on.   

Editing: I do reserve the right to edit and to not print 

submitted articles, especially on modern unrelated topics 

(like no articles on your kittens or chocolate cake recipes, 

please.  I love chocolate cake and kittens, but not as sub-

ject matter for the Scrolls!) 

Also, work or artwork that is not original to the au-

thor cannot be used.  Meaning those copyright laws 

come into play and I can’t print photos out of books or 

from web pages, etc.  I will try to find good ways to rep-

resent that image if I can. 

How to submit articles and artwork: Please submit 

your article or artwork, etc., electronically as an attach-

ment to CalonScrolls@calontir.info.   I will also need a 

release form completed and submitted (electronic signa-

tures are accepted) as an attachment in the same email.  

The form is at the back of this issue and on the Calontir 

A&S web page.  

Format:  Your articles should be in either a Word doc 

format or an rtf.  Artwork can be a jpg, tif, or gif.   

Length:  I don’t have a limit per se on the length of arti-

cles since the Scrolls is an electronic format and I can use 

my handy dandy red pen to edit down the more lengthy 

ones.  The best length for articles are within 3 to 5 pages 

of a Word document.  And  I don’t know how many 

words that is; don’t ask me to do math.  You’ll regret it.   

Deadlines:  The deadline for submissions is two months 

before publishing date, on the 25th of that month (like the 

Mews).    

Jan ‘08 Misc Arts Issue:     Deadline is 11/25/07 

April ‘08 Misc Arts II:       Deadline is 2/25/08 

July ‘08 Metalwork Issue:  Deadline is 5/25/08 

If you have any more questions, please email Mistress 

Cassandra di Capelletti at CalonScrolls@calontir.info 

Disclaimer and Blah, Blah, Blah, about the Scrolls:   

• All views expressed in  the letters and articles contained in this 

publication do not reflect the views of the editor, the Kingdom of 

Calontir, or SCA, Inc. 

• All artwork contained within this publication is original or in 

public domain.  All copyrights are reserved to the original artist.  

All waivers/release forms for all articles and artwork are kept on 

file by the editor. 

• The Calon Scrolls and/or its editor are not responsible for the 
validity of any information contained within the publication.  Go 
look it up! 

• Input on the Calon Scrolls is welcome but just remember that the 
editor is a delicate petite flower with a fragile ego and you don’t 
want her to have to explain to her three year old son why 
Mommy is crying.     

S u b m i t  S t u f f  t o  t h e  S c r o l l s  
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  Kingdom of Calontir - "Calon Scrolls" Release Form 
 
I, ______________________________________, being known within the Society for Creative Anachronism as  
______________________________________ , do hereby grant permission for the (Circle appropriate item(s): article / 
poem / picture / song / artwork or photo / other) entitled: ____________________________________________ to be 
used as follows (check all that apply): 
 □ Rights to publish in an issue of the "Calon Scrolls" to be posted on an officially recognized Calontir web page such as 
the Arts and Sciences web page.  I recognize that issues will be publicly available in on online archive.  I recognize that 
persons unknown may link to this site or may use my work without my permission.  I shall hold the web page owner 
harmless from such activity if proper notice appears on the web page.  If I have checked this option, I retain all copyright 
of my work and may grant permission to any other publication or entity to use my work.  I further certify that I am the 
sole creator of this work, and have not substantially based it upon the work of any other person.  If others have contributed 
to this work, or if I have based this upon the work of any person, their names and addresses (or other contact information) 
are: 
□  Rights to reprint in future “Calon Scrolls” issues (this is highly appreciated, particularly with regards to artwork and 
illustrations) for _______ issues (may be ‘unlimited’). 
□  Permission to use mundane contact information in an issue of the Calon Scrolls.  (Check all that you give permission 
for.  If none are checked then only your SCA name will be used in conjunction with your submission.)  □ Mundane name  
□ Email address  □  Address  □ Telephone number   
 
 Date:______________________________________ 
Legal Name (please print): _________________________________________________ 
Signature:_________________________________________________ 
Address:___________________________________________________________________________________________
___________________________ 
Email:__________________________________  
Telephone: _____________________________________ 
 
Please do not send me original art or other submission.  Send a copy instead.  Electronic versions are preferred in either a 
doc or rtf format.  Artwork may be sent as jpegs or gifs.    
 

Send your submissions to: 

Mistress Cassandra di Capelletti c/o Michelle Vincent 

CalonScrolls@calontir.info 

RR 5 Box 754 

Ava, Mo  65608 

mailto:CalonScrolls@calontir.info

