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1560’s Florentine Sottana and Maniche 



The Garments 

Sottana    (Dress) 

The sottana began life as a dress that was typically worn 

beneath another gown, sometimes translated as petticoat. From 

the 1540s through the 1560s, the sottana was frequently worn 

without an overdress (Orsi-Landini and Niccoli 77). The sottana 

typically features a low, square neckline and lowered waist, 

coming to a point in center front.  

 

Lacing at the side-back closed the bodice, though lower class 

wear generally used side lacing. The skirt during this period was 

tailored to create a conical silhouette, with closely placed pleats 

at the hips and back of the sottana (Orsi-Landini and Niccoli 85). 

The sottana also featured a stiffened hem, to hold the skirts away 

from the feet, decorated with embroidery or trim. There is 

frequently a tuck around the lower edge of the skirt, as seen in 

the burial gown of Eleonora di Toledo and the red sottana at the 

Museo di Palazzo Reale in Pisa. 

 

Maniche    (Sleeves) 

While the bodice and skirt were fully attached, the sleeves 

were frequently detached and attached with ribbons or buttons (Orsi-Landini and Niccoli 87). This 

allowed sleeves to be made separately and either match or contrast with the sottana. The wardrobe of 

Eleonora di Toledo includes several examples of sottane with matching sleeves, sleeveless sottane, and 

separate sleeves (Orsi-Landini and Niccoli 200). 

 

Figure 1, Sottana, Museo di Palazzo Reale, 

Pisa, ©Moda a Firenze 

Figure 2, Burial Gown of Eleonora di Toledo, Galleria del Costume, Florence, ©Moda a Firenze 



 

Figure 3, Portrait of a Woman, Jacopo Zucchi, c. 1560, Metropolitan Museum of Art, New York 



  

Inspiration 

I was inspired by Jacopo Zucchi’s Portrait of a Woman, c. 1560. Specifically, it was the detail of the 

trim on the gown that captured my attention. I liked the way the bumpy edging was aligned, so I chose to 

use trim with a similar feel. 

 

Sottana Construction 

Materials: Silk taffeta, silk thread, linen buckram, wool felt, linen lining, polyester trim, alloy rings, 

buttons 

 

The wardrobe of Eleonora di Toledo provides record of the colors and materials used by in the Grand 

Duchess’ sottane. Silk was the most common material, followed closely by wool. The predominant color 

was red in varying shades, followed by white.  

 

The wardrobe records also indicate that Eleonora’s daughters, as well as Cosimo I’s second wife, 

Camilla Martelli, preferred brighter colors. There is a record remaining of an orange sottana owned by 

Camilla Martelli. Camilla Martelli also owned a greater number of shot silks than Eleonora di Toledo, in 

contrasting colors such as red and gold, white and gold, and white and black (Orsi-Landini and Niccoli 

90). Further, the crimson silk lining of the extant trunkhose worn by Don Garzia de’ Medici (d. 1562) is 

shot with yellow wefts (Arnold 54). 

 

Mockup and Patterning  

To begin this project, I examined the photographs of the conservation and restoration of the Medici 

Burial Clothes on Archivio Medici’s Digital Archive. The vast quantity of images allows one to see both  

  

Figure 4, Detail, Portrait of a Woman 

Figure 5, Sottana, Galleria del Costume, Florence  

©Patterns of Fashion  

 

Figure 6, Sottana, Museo di Palazzo Reale, Pisa  

©Kat’s Florence Files  

 



 

large and minute details, such as shape and stitching. Then, 

using Janet Arnold’s pattern and notes in Patterns of 

Fashion (104), I constructed a full size mockup of Eleonora 

di Toledo’s burial gown.  

 

From the mockup, I created a custom pattern by 

adjusting the bodice to fit my body. This involved lowering 

the neckline and raising the waist, as well as taking in the 

back width. In addition, I chose to convert the skirt from 

knife pleating, in the di Toledo gown, to gathering, seen in 

the red sottana in Pisa. 

 

Overall, though I could fit into the mockup of the burial 

dress, my body shape differs significantly from Eleonora di 

Toledo’s and it required a lot of modification. She is also 

conjectured to be an inch taller than I and would likely have 

worn elevated shoes, making the original length of the dress  

five inches too long for me. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  
Figures 8 & 9, Eleonora di Toledo Mockup Figures 10 & 11, Custom Mockup 

Figure 7, Sottana, Museo di Palazzo Reale, Pisa  

©Kat’s Florence Files  

 



Bodice 

Stitches: Running stitch, overcast stitch, backstitch, whipstitch 

 

The bodice interlining is constructed from two layers of linen 

buckram and a layer of thick wool felt. I chose to use two layers 

of stiffened buckram for support, with felt to smooth the line of 

the bodice. The stiffened buckram was chosen as an 

approximation of the 16th century material “cardboard”, which 

may have been a glue stiffened linen. The layers were joined 

using pad-stitching. There is evidence of pad-stitching in an 

extant doublet from Sweden c. 1567 (Arnold 86). Although this is 

not an Italian example, the evidence of professional quality pad-

stitching in an upper class garment allows one to make 

conjectures that this was a common technique for stiffening, 

which is likely to have been in use in similar garments elsewhere. 

The combination of materials and pad-stitching has resulted in a 

smooth, flat fronted appearance, similar to those seen in paintings 

of mid-sixteenth century Florence. 

 

The silk was then laid over the felt, wrapped around the 

edges of the interlining and stitched to the buckram using a 

running stitch. Finally, the seam allowance on the linen lining 

was turned under, and the fabric was overcast to the silk.  

 

This construction is based on the photographs of the extant 

garment, as well as Janet Arnold’s notes indicating that “seam 

allowances were turned in over the interlining to make neat 

edges.” Evidence of a fine linen lining remains visible on the 

extant bodice (Arnold 104). Although Eleonora di Toledo’s burial 

gown was believed to have an interlining, as well as a lining, 

there is no evidence remaining of the material’s weight (Moda 

alla corte dei Medici 56). 

 

After the shoulder seams were sewn, the trim was sewn in a 

closed ‘V’ design using running stitch, with an occasional back 

stitch for security. Lastly, the eyelets were oversewn around a 

metal ring using silk floss. The eyelets of Cosimo I’s (d. 1574) 

burial doublet are worked over copper rings (Figure 15), and 

Eleonora di Toledo’s burial gown showed evidence of metal 

corrosion along the eyelet holes, indicating the previous 

existence of reinforcement rings (Arnold 56, 104).  

 

Figure 12, Pad-stitched Interlining 

 

Figure 13, Seam Allowances 

 

Figure 15, Doublet, Galleria del Costume, 

Florence  ©Patterns of Fashion 

 

Figure 14, Finished Front 


