Abstract: The extensive research on garments
with hanging sleeves presented in this article from
the Bronze Age to the present day and across a wide
range of regions where they were worn provides a
clear account of their expansion. Preserved clothing
items and visual and written sources reveal the rea-
sons for their origin and spread, the means of use,
and the symbolic value they had in the different cul-
tures they marked. Their various types indicate three
stylistic groups. Within each group, there are sever-
al pattern or style subgroups into which they can be
classified. The established pattern or style groups
shape the “family trees,” which connect the robes
from distant meridians and centuries into the same
clothing circle, shaped into the taxonomy tables.
The time, space, style/cut, and purpose taxonomy is
given to each stylistic group. The study also reveals
the unbreakable artistic and craft ties that, despite
the cultural, religious, and political differences,
have spread and intertwined unhindered in time and
space, outlining an undeniable picture of the creative
unity of human civilization.

...Upon her shoulders wings she wears,
Like hanging sleeves, lin’d thro’ with ears,

And eyes, and tongues, as poets list...

That is how, in the mid-seventeenth century, Sam-
uel Butler describes the winged Fame at Hudibras,'
using a poetic metaphor to testify to the popularity of
hanging sleeves in the Europe of his time. The name
ad ali — like the wings, for open hanging sleeves of

* The editing of the text was done by our dear
friend John Moffatt to whom we own our deepest
gratitude.

' Samuel Butler, Hudibras, ed. T. R. Nash, Oxford Uni-
versity, London 1835, part II, canto I, 234:49-51.
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the Italian female gown cioppa,’ confirms that But-
ler’s impression was universally shared. However,
Europe was not the cradle of garments with hanging
sleeves, and the 17" century was a time of slow dif-
fusion of the multi-millennial development of cloth-
ing forms marked by empty, often overlong, or slit
sleeves that were freely swinging from the shoulders
or arms. Garments with hanging sleeves like heri-
gaut,® gardcorp,* houppelande,® cioppa,® zimarra,’
Tappert,® Schaube,’ represent the European creative
mirror of much older Oriental needs, customs, and
imagination.

Garments with hanging sleeves had been designed
and shaped in multi-millennial Asian cultures.'® Both
written and visual sources indicate that one of the
primary nurseries of such fashion was ancient Media
(86" century BC). Nevertheless, in ancient times,
clothing and its features were not formed within one

2 J. Herald, Renaissance Dress in Italy 1400-1500,
London — New Jersey 1981, 56, with sources.

3 J. Evans, Dress in Mediaeval France, Oxford 1952,
19.

41bid., 19-20; H. Norris, Medieval Costume and Fash-
ion, Mineola — New York 1999, 162, 170-171.

5 J. Laver, Costume and Fashion: A Concise History,
London 2012, 64, 69-70.

¢ J. Herald, Renaissance Dress, 49-50, 214-215.

7 L. Monnas, Merchants, Princes and Painters: Silk Fab-
ric in Italian and Northern Paintings 1300-1550, New Hav-
en — London 2008, 304; M. Cataldi Gallo, Sacred Vestments:
Color and Form, Heavenly Bodies: Fashion and the Catholic
Imagination, ed. A. Bolton, New York 2018, 19, 22.

8 C. Kohler, A History of Costume, New York 1963,
185-186.

° Ibid., 247-249.

10 On the appearance and development of garments
with hanging sleeves in Asia see Riding Costume in Egypt:
Origin and Appearance, ed. C. Fluck, G. Vogelsang-East-
wood, Leiden—Boston 2004, 7-28, 29-36, 209-229.



people, but within one region.' That is evidenced
by the cut of preserved garments and the way they
were worn. So, the idea of pendant sleeves must have
belonged to hunting and nomadic cultures of the
Eurasian steppes and Central Asia and Near Eastern
sedentary cultures since the Iron Age as well. That is
confirmed by archaeological findings. Together, they
laid the foundations for the three basic styles of gar-
ments with hanging sleeves, which would then be ex-
panded and incorporated into various Asian cultures
during antiquity and the Middle Ages. Iranian and
Arab conquests of northern Africa during the Mid-
dle Ages spread the hanging sleeves fashion to that
continent. The crusades at the end of the 12™ century
conveyed garments with hanging sleeves to Europe.'?
The overall expansion of the empty, pendant sleeves
was made possible by the Mongol conquests during
the 13" century, when caftans with hanging sleeves
became the official attire throughout conquered Asia,
in parts of Eastern Europe, and the Balkans.!* Togeth-
er with Byzantine and European garments with hang-
ing sleeves in the 13" and 14" centuries, they formed
part of the global fashion scene never recorded before
(Table 7), which would only appear in the 20" cen-
tury with the concept of modern clothing. With the
conquest of America, the hanging sleeves reached the
“new” continent. The Ottoman Empire significantly
contributed to the expansion of a particular type of
hanging sleeves — the fully open ¢epken.

In the early footnotes of this study, we mention
researchers and their books and articles that deal
with the history of garments with hanging sleeves.
But these are just parts of the general overviews of
clothing in certain countries like France or Italy, stud-
ies limited to the specific regions like Golden Horde,
or particular styles like candys fashion. This article
is the very first attempt to put together the most of
what we know about garments with hanging sleeves

"H. 1. JJobaueBa, O Hekomopbix uepmax pecuoHaibHol
006WHOCMU 8 MPAOUYUOHHOM Kocmiome Hapooog Cpednell
A3uu u Kazaxcmana, TpagullMOHHAs OJ€XkJa HapOIOB
Cpenneit Asun u Kazaxcrana, ed. Huna I1. JlobaueBa, M.
B. CazonoBa, Mocksa 1989, 35.

2 E. R. Knauer, 4 Quest for the Persian Riding-Coats:
Sleeved Garments with Underarm Openings, Riding Cos-
tume in Egypt: Origin and Appearance, ed. C. Fluck, G.
Vogelsang-Eastwood, Leiden—Boston 2004, 17-18, 20.

3 On the Mongol caftans with hanging sleeves
in the Golden Horde see H. B. Xpumynos, Oodescoa
¢ omxuovieaiowumucs pykaeamu 6 3onomou Opoe,
3onoToopasiHCKas nuBmm3anus, 9, 2016, 84—87. On the
Mongol caftans in the Balkans see T. Bynera, Cmpanu
eneMenmu 'y 00exicOu KaApPAHCKUX KMUmopda — Omucax
ceema kao cumbon emuoca, I oeo, Ilarpumornym. MK, 16,
2018, 223-242.
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and give to that knowledge a scientific structure and
taxonomy.

Since the earliest times, it has been possible to
divide garments with hanging sleeves into three sty-
listic groups:

1. Garments draped over the shoulders or head
from which they fall freely together with empty
sleeves (fig. 1a).

2. Garments with slits through which the arms are
pulled out so that empty sleeves hang from the shoul-
ders or arms (fig. 1b).

3. Garments whose sleeves have hanging exten-
sions (fig. 1c).

The groups are formed on different roles of the
cut. In the first group, the cut does not play almost
any role except that it consists of just one type of
robes — coat-like caftans. These caftans are products
of local cultures and are not or do not have to be con-
nected by the same cut. They are linked by the same
custom of wearing — draped over the shoulders or
had. The cut and embellishments of local caftans may
differ during the time even within the same cultural
group, but the tradition of wearing them in a particu-
lar way remained (Table 1). The main linking feature
of the garments from the second group is their over-
all cut. Three different pattern groups among them
form three different subgroups based on the place of
the arm openings (Tabs. 2-5). The garments from the
third group are connected by the specific cut of their
sleeves (Tab. 6). That builds the main structure of this
study. Its body is shaped with numerous examples of
garments with hanging sleeves from all around the
world and from the dawn of human civilization to the
present day, which gives the final aim to this study
— overcoming the regional view and appropriation
of history and placing it into the global and unified
perspective.

1. Garments Draped over the Shoulders or Head

This group consists of cloak-like coats draped
over the shoulders or head from which they fall free-
ly together with empty sleeves (fig. 1a). The earli-
est visual records of such a style come from Median
art." The first preserved written source bringing the
evidence of such a fashion in Media and its transmis-
sion from Medes to Persians is Xenophon’s Cyropae-
dia. Describing Cyrus’ visit to Astyages, it mentions

4 For examples of such a fashion among Medes see M.
Tilke, Costume Patterns and Designs: A Survey of Costume
and Designs of all Periods and Nations from Antiquity to
Modern Times, London 1956, pl. 10; S. A. Yatsenko, Cos-
tume of the Ancient Eurasia (the Iranian-speaking Peoples),
Moscow 2006, figs.7, 62a, 66, 68b, 71, 134c, 162.



.
l
.
-
)
i

Figure 1. a. Ivory diptych, detail, 4th—6th centuries, Carrand collection, Bargello Museum, Florence b.
Zupan Peter Brayn, detail of the fresco (digital reconstruction), Church of Annunciation, Karan, Serbia, 1338;
¢. Mystic Marriage of Saint Catherine, detail, Lorenzo Veneziano, 1460—1470, Gallerie dell’Accademia,

Venice (photos: Tatjana Vuleta)

the gift of Median clothing that the Persian prince
got from his grandfather, among which was a pur-
ple candys (Gk. kavdvg) that Astyages was clad in as
well.’® Pollux gives the more detailed description of
candys in his Onomasticon — it was sleeved and fas-
tened along the shoulders.'® Persian court protocols
translated into the representations of rulers from the
time of Achaemenid, Seleucid, Arsacid, and Sassanid
dynasties (550 BC-651 AD) provide insight into the
thousand-year-old Persian variant of this style taken
over from the Medes. Graffiti!” and reliefs in Persep-
olis'® and reliefs in Tax& Bostan!® depict Persian de-

15 Xenophon, The Education of Cyrus, Book 1, Chapter
3.2,3, tr. W. Ambler, Ittaca—London 2001, 28.

16 Pollucis Onomasticon, Vol. II, Book VII.58, ed. E.
Bethe, Leipzig 1931, 68.

7P, Callieri, At the Roots of the Sasanian Royal Image-
ry: The Persepolis Graffiti, Eran ud Anéran, ed. M. Com-
pareti, P. Raffetta, G. Scarcia, 2003, figs. 5, 6, electronic
version available at http://www.transoxiana.org/ Eran/Ar-
ticles/callieri.html (accessed on 01/17/2020).

18 R. Ghirshman, Persian Art 249 B.C.—A.D. 651: The
Parthian and Sassanian Dynasties, New York 1962, pl. 87b.

413

ities, rulers, dignitaries, and priests clad in that par-
ticular coat. It was thrown round the shoulders and its
sleeves were not pulled onto the arms, but empty, fell
freely, dangling along the body.

The cut and appearance of the candys are the
most realistically represented on sculptures from the
Achaemenid period — a silver statue, today in the Mu-
seum of Asian Art in Berlin,?! and two golden figures
from the Oxus treasure, of the 54" century BC, at

19 Ibid., pl. 235.

2 On candys see R. Schmitt, Candys, Encyclopaedia
Iranica, Vol. IV, Fasc. 7, Abingdon 1990, 757-758; S. Shah-
bazi, Clothing ii. In the Median and Achaemenid periods,
Encyclopaedia Iranica, Vol. V, Fasc. 7, Abingdon 2012,
723-737, pls. lvi, lvii, electronic version at (accessed on
20/11/2019). In Persia, in ancient times, several differ-
ent types of caftans were worn — G. Vogelsang-Eastwood,
Sasanian ‘Riding Coats’: The Iranian Evidence, Riding
Costume in Egypt: Origin and Appearance, ed. C. Fluck, G.
Vogelsang-Eastwood, Leiden—Boston 2004, 218-223.

2I'F. Boucher, 4 History of Costume in the West, Lon-
don — New York 1987, 63, pl. 84.



the British Museum in London (fig. 2).?2 Ankle-length
caftans were decorated with metal plates sewn along
the edges and hem. Sometimes, the sleeves were
overly long, falling to knee height.”

The millennial tradition marking the rulers of Per-
sia by the wearing of a local caftan on their shoulders
was preserved even under the onslaught of foreign in-
vaders — Arabs, Seljuks, Mongols. Persian shahs, in-
cluding Alexander the Great, are regularly dressed in
the same fashion on miniatures of manuscripts made
in the 13" and 14" centuries.*® During the Middle
Ages, candys underwent changes in style and decora-
tion, shaped by court fashion that depended on both
the conquerors’ tastes and ideology. Thus, during the
Mongol domination, the Persian caftan received an
expensive fur lining and an embroidered shoulder
ornament in the form of a cloud-collar.”® The visual
sources from that period show caftans with only one
side draped over the shoulder from which it falls

down freely, while the other is pulled over the arm |

and body.?® The same cut, decorations, and way of
wearing caftans identified Persian shahs in the Timu-
rid period (1370-1467) as well.?”” In Rashid al-Din’s

22 ]. Curtis, The Oxus Treasure, London 2012, 33, fig.
20; photo available at https://www.flickr.com/photos/
nickmard/2866382210/in/set-72157607303096557/.

2 A skeleton in one of the tombs of Tillya Tepe had
gold plates arranged exactly as on the coats from these
statues, which indicates that the deceased was dressed in
a caftan draped over his shoulders at the funeral — S. Pe-
terson, Parthian Aspects of Objects from Grave 1V, Tillya
Tepe, unpublished master degree dissertation, SOAS Uni-
versity, London 2012, 28, fig. XIII, available online at
https://www.academia.edu/1485067/Parthian_ Aspects_
of Objects from Grave IV Tillya Tepe (accessed on
16/12/2019).

24 See miniatures from the Great Mongol Shahna-
ma created in Tabriz during the fourth decade of the 14®
century — The Legacy of Genghis Khan: Courtly Art and
Culture in Western Asia, 1256—1353, ed. L. Komaroff, S.
Carboni, New Haven — London 2003, figs. 186, 189.

3 For cloud-collars from the time of the Mongol Em-
pire and regional differences in their types see Bynera,
Jlecnoecke obnak-kpazte, 159.

26 For example, see a representation of Shah Zav from
the Great Mongolian Shahnama — The Legacy of Genghis
Khan, 41, fig. 37.

27 See miniatures from a copy of Firdawsi’s Shahnama
(1426-1430), for example “A Princely Couple with Cour-
tiers in a Garden” — available at https://www.davidmus.dk/
en/collections/islamic/dynasties/timurids-and-turkmen/
art/21b-2006-21a-2006. For Persian costume in the Mon-
gol and Timurid periods see E. Sims, Clothing ix. In the
Mongol and Timurid periods, Encyclopadia Iranica, Vol.
V, Fascs. 7, 8, Abingdon 2011, 778-784, 785, electronic
version at http://www.iranicaonline.org/articles/ cloth-
ing-ix (accessed on 14/02/2020).

Figure 2. Achaemenid period gold statuettes from
the Oxus Treasure, British Museum, London (photo:
Nickmard Khoey)

History of the World from 1430-1434,2 Genghis
Khan himself was dressed in a Persian caftan lined
with ermine, draped over one shoulder (fig. 3). In the
same manuscript, the wives of the rulers wear caf-
tans in the same way.?’ The custom of wearing a local
caftan draped over the shoulders and still lined with
fur, but now, under Turkish influence, decorated with
special frogging fastenings — caprast (¢ap-rastly,
from gap-rast = left-right)*® also existed at the Safa-

28 Ragid al-Din Fazl-ullah Hamadani, Gami® al-tav-
arih, Shiraz 1430-1434, Bibliothéque nationale de France,
Suppl. pers. 1113, fol. 44v, available at https://gallica.
bnf.fr/ark:/12148/btv1b8427170s/f100.item (accessed on
06/12/2019).

2 Ragid al-Din Fazl-ullah Hamadani, Gami' al-tav-
arih, Bibliothéque nationale de France, Suppl. pers. 1113,
fol. 22v, available at https://gallica.bnf.fr/ark:/12148/bt-
v1b8427170s/f56.item (accessed on 06/12/2019).

30 These are parallel rows of decorative braids with
loops and large buttons for fastening, sewn on the chest
part of the upper gowns. In Bosnia and Herzegovina, there
are two forms of the word — chaprazi and chaprage (Serb.
Caprazi/uanpasu, Caprage/yanpare) derived from the Turk-
ish gap-rast = left-right (Pers. Cepu-rast, Cep-rast) — A.
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Figure 3. Genghis Khan clad in a caftan in the
candys-fashion style, detail of the miniature from Rashid
al-Din s History of the World, Bibliotheque Nationale de
France, Suppl. pers. 1113, fol. 44v, 1430-1434 (photo ©
Bibliotheque Nationale de France, Paris)

vid court from the 16" to the 18" century.’’ During
this period, the royal caftan had short sleeves and was
draped over one shoulder. Court dignitaries, includ-
ing women,* were covered with long-sleeved caftans
that were draped over both shoulders.*

The caftan draped over the shoulders was also a
symbol of the Persians in the eyes of the Ottomans, as
evidenced by their representations in Turkish costume
albums.* The Ottoman Sultan Selim T was depicted

Skalji¢, Turcizmi u srpskohrvatskom jeziku, Sarajevo 1966,
163. Such decoration comes from the Turkic costume.

31 For the dress in the Safavid period see L. S.
Diba, Clothing x. In the Safavid and Qajar Periods, En-
cyclopaedia Iranica, Vol. V, Fasc. 8, Abingdon 2011,
785-808, available online at http://www.iranicaonline.org/
articles/ clothing-x (accessed on 15/02/2020).

32 See, for example, short caftan draped over the shoul-
ders of a lady depicted in an oil painting made in Isfahan
around 1650-1680 in J. Scarce, Women's Costume of the
Near and Middle East, London—Sydney 1987, 156, pl. 109.

3 Among the most beautiful representations of court
life and court costume in the time of Safavid are the min-
iatures of Divan of Hafiz, a miniature poetry book from
1527, dedicated to Prince Sam Mirza, created in Herat
and Tabriz — S. Cary Welch, Persian Painting: Five Royal
Safavid Manuscripts of the Sixteenth Century, New York
1976, 20-21, 62-69, fig. c., pls. 15-18.

% For example, the representation of a young Persian man
froman album created in Istanbul in 1618, today in the British
Museum in London, No. 1974,0617,0.13.11, fol. 50v, avail-
able at https://www.research.british museum.org/research/
collection_online/collection_object details/collection_im-
age gallery.aspx?partid=1&assetid=1043719001&objec-
tid=1478726 (accessed on 05/12/2019).
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with such a caftan in portraits made after the Turkish
conquest of Persia in 1514.% It was a symbol of the Per-
sians in the eyes of Europeans as well. Posing for An-
thony Van Dyck in 1622, Sir Robert Shirley was repre-
sented as a Safavid envoy to the British king wearing a
caftan with overlong hanging sleeves, made of sumptu-
ous yellow Persian silk and draped over his shoulders.*®

The custom of wearing a caftan draped over the
shoulders also existed in other Asian cultures. A caf-
tan found in a tumulus in Katanda in the Altai, dat-
ed to the 5" or 4™ century BC, has overlong, very
narrow, non-functional sleeves which testify that it
was not worn pulled on the arms but draped over the
shoulders.’” Goddesses represented on Scythian met-
al plates that were sewn on clothes from the 4 cen-
tury BC are also clad in long caftans.*® Furthermore,
the so-called “witch” from Subeshia, a mummy from
the 4™ to the 2™ century BC, found in a gorge east of
Turfan, has a long fur coat draped over her shoulders
as well.*? On the Sogdian terracotta figures from the
1% to the 4™ century,® as well as on the participants
in religious scenes painted on the walls of palaces
in Pyanjikent, Tajikistan, from the 7™ century,*' lo-
cal caftans are also draped to fall freely from the
shoulders. The Sogdians took the same custom with
them to China — a coat lined with fur, draped over the
shoulders, is worn by a Sogdian groom on a ceramic
statue made in China in the 7% century (fig. 4).?

The manner of dressing of the Scythians and lat-
er the Persians after their conquest of the Caucasus
during the 6™ century left its mark on the clothing
customs of the dignitaries and rulers in Armenia
and Georgia. Thus, ankle-length caftans with knee-
length sleeves are worn draped over the shoulders of
the founders represented on the fagade relief of the
cathedral in Mren from 638-640.* A caftan draped

35 From that period, portraits of Sultan Selim, painted
by Nakkas Osman who was active in Istanbul from 1560
to 1592, are particularly famous.

36 P, L. Baker, Islamic Textiles, London 1995, 114.

37 Knaver, 4 Quest for the Persian Riding-Coats, 8-9, col. pl. 2.

3% Gold aus Kiev. Austellungkatalog des Kunsthistor-
ischen Museum, ed. W. Seipel, Wien 1993, 170-171, Kat.-
Nr. 46; Yatsenko, Costume of the Ancient Eurasia, fig. 41.

V. C. Mair, The Mummies of East Central Asia, Ex-
pedition, 52(3), 2010, 30, 31.

40 A. Belenizki, Mittelasien Kunst der Sogden, Leipzig
1980, fig. 6.

4 Ibid., p.111; A. Naymark, Clothing vi. Of the Sog-
dians, Encyclopeadia Iranica, Vol. V, Fasc. 7, Abingdon
2012, 754, pls. LXXXII/7, LXXXII/13.

42 Today at the Art Museum of University of Michigan,
Reg. No. 1950/2.13, available at http://tap.ummaintra. net/
object/71020 (accessed on 02/03/2020).

43 J. Thierry, N Thierry, La cathédrale de Mrén et sa decora-
tion, Cahiers Archéologiques, 21, 1971, 4377, figs. 13, 17-19.



over the shoulders can also be found in later Arme-
nian portraits, but not as a witness to the continuous
candys fashion in that environment, but as a conse-
quence of the contemporary clothing trends that were
arriving from Persia. On the portrait of the donor of
the Gospel of Ignatios, fol. 124v, from 1236,* the
caftan lined with fur is modeled on contemporary
Mongol-Persian fashion. The one represented on
Prince Sahak Bagratuni on a miniature from the His-
tory of Armenia by Movsgs Xorenac’i, Matenadaran
MS.2865, of 1567,* belonged not only to the Safavid
court fashion but also to the Sassanian, which was
contemporary to the prince’s rule.

Unlike Armenia, the Georgian ruling and aristo-
cratic costume adopted candys fashion as a more per-
manent sign of social status of both men and women
equally. The oldest representation of a caftan draped
over the shoulders, below the knees in length, and
with overlong sleeves, can be found on the founders
shown on the reliefs of the fagade of the Jvari temple
in Mtskheta from 586/7-605/6 (fig. 5).* Despite the
Byzantine court titles with which they were endowed
from Constantinople together with the accompany-
ing titular robes, they were dressed in caftans draped
over the shoulders according to the Persian court pro-
tocol. Portraits in T’beti from the end of the 9* or
the beginning of the 10" century,” in K’umurdo in
Javaxeti from 964,* in O8k’i from 1036, in Kho-
bi from the end of the 14" century,” and especially
the large number of those represented between the
15" and 17% centuries on frescoes,’’ miniatures,*

4 P. Donabédian, J. Thierry, Armenian Art, New York
1989, pl. 133.

“N. Stone, Studies in Armenian Art: Collected Papers,
Leiden—Boston 2019, 193, 195, fig. 13.5.

4 TII. S1. AmwupasaimBuia, Hcmopus 2py3unHcKo2o
uckycemsa, Tom 1, Mocksa 1950, figs. 35-38. A photo
of the relief available at https://upload.wikimedia.org/
wikipedia/commons/3/32/Bas-relief of Jvari_monas-
tery %281 %29.jpg.

47 Portrait of Eristav ASo’t II K’uhi — A. Eastmond,
Royal Imagery in Medieval Georgia, University Park
1998, 9-17, figs. 2, 3.

8 Portrait of the King Leon III of Abxazeti — ibid.,
34-38, fig. 25.

# Portrait of the King Bagrat* IV — ibid., 4142, fig. 26.

30 Portrait of Dadani’s father Giorgi II, mtavar of Sa-
magrelo — C. B. CBepmioBa, [Ipoepamma pocnucu npudena
Bamexa Jlaouanu ¢ Xobu, BuU3aHTHIICKMII BpPEMCHUK,
72(97), 2013, 302-303, figs. 3, 5.

31 See numerus portraits in the churches in Gelati (St.
Marine chapel from the 15" and 16" centuries), Tsalenjikha,
Bugeuli, Nikortsminda, Martvili, Svetitskhoveli.

32 For example, portrait of Giorgi Zhutuli in a charter from
1460, or portrait of the wife of Eristav Vameq Shaburisdze on a
document from 1494, available at http:/illuminateddocument.
ge/en/album/index/1/georgian, (accessed on 10/01/2020).
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Figure 4. Sogdian groom, ceramic statue, China,
7th century, Art Museum, University of Michigan
(photo © Art Museum, University of Michigan)

and metal reliefs> show that, as in Persia, Georgian
caftans changed their cut and decorations following
the political and cultural influences in the region.
However, the custom of wearing them draped over
the shoulders remained a millennial hallmark of the
Georgian elite.

The same custom of covering shoulders with a
caftan arrived across the Caucasus to Russia. It is de-
picted on visual sources from the end of the 14™ cen-
tury, since when it had become a permanent feature
of the royal and boyar manner of attire.>* The caftan,
often lined with fur, is draped over the shoulders and

53 For example, portrait of Mtavar Levan I Dadi-
ani and his wife on the metal icon from Kortskheli —
AwmwupanaiBuim, Mcmopusi 2py3unckoeo uckycemea, Vol
I, fig. 198.

% For examples see A. C. IIpeoGpaxxeHCKHUH,
Kmumopckue nopmpemwr cpednesexosou Pycu, XI —
nauano XVI eexa, Mocksa 2010, 150, 228, 229, 230, 232,
233, 314, 315, 317, 319-320, 321, 322, 385, 422, 436,
437, 440.



Figure 5. Demetre the Hypatos, eastern facade,
Jvari Monastery, Mtskheta, Georgia, 586—605 (pho-
to: Jabal977, source: Wikipedia).

buttoned with one clasp on the chest. Its overlong
sleeves fall freely from the shoulders. The collar is
wide and covers the shoulders.

Local caftans wrapped over the shoulders are
also found in Turkic cultures. Clay figures from the
time of the Chinese Tang dynasty depict members of
Turkic tribes in long caftans with lapels, draped over
their shoulders.”® On the Uighur donors in the Ne-
storian temple in Chotscho (Gaochang) near Turpan,
from 683-770,% shown in the prayer position, typical
Turkic caftans with lapels are represented again, also
draped over the shoulders. The custom of wearing a
local caftan over the shoulders on religious occasions
seems to have existed in Seljuks and survived among
the Ottomans, as evidenced by visual sources, espe-
cially as a dervish costume.”’

33 S. Yatsenko, Early Turks: Male Costume in the Chinese
Art, Second Half of the 6th — First Half of the 8th cc. (Images
of ‘Others’), Transoxiana, 14, 2009, figs. 21, 22, electronic
version at http://www.transoxiana.org/14/ yatsenko turk
costume_chinese_art.html (accessed on 24/11/2019).

¢ A. von Le Coq, Chotscho Facsimile: Wiedergaben
der wichtigeren Funde der ersten koniglich preussischen
Expedition nach Turfan in Ost-Turkistan, Berlin 1913, pl.
7a; Ghirshman, Persian Art, pl. 440.

7 For example, a representation of an elderly man
reciting prayers from an album made in Istanbul in
1618, today in the British Museum in London, No.
1974,0617,0.13.11, fol. 17v, or a dervish, fol. 36v,
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Figure 6. St. George and a dragon, detail of the
fresco, Staro Nagoricino, Northern Macedonia,
1316—1318 (photo: Tatjana Vuleta).

In the same way, St. George is depicted on a horse
in the scene of St. George and a dragon in Staro Na-
gori¢ino (fig. 6),%® erected as a patronage of the Ser-
bian King Milutin, which testifies to the spread of the
influence of oriental clothing on the Balkans in the
early 14" century. St. George’s caftan has a particular
shoulder embroidered ornament, reminiscent of the
contemporary Persian variant of the Sino-Mongolian
cloud-collars, which reveals Ilkanid influences.*
Such a custom of wearing a caftan draped over the
shoulders could have come to medieval Byzantium
and the Balkans through the influence of the Alans,
who often made up the ranks of the mercenary ar-
mies. Saint George wearing such a caftan in Staro
Nagoricino, could be interpreted as the oldest pre-
served representation of a hussar — a soldier of light
cavalry equipped with a spear and a shield. The hus-
sars originated in Byzantium, but the spread of such
military detachments from the second half of the 15%
century belongs to Hungary, Poland, Austria, and fur-
ther Russia, France, England, and most of northern

available at https://research.britishmuseum. (accessed
on 25/11/2019)

58 B. Tomuh, Cmapo Hacomuuuno, beorpan 1993, fig. 67.

% For cloud-collars from the time of the Mongol Empire
and regional differences in their types see Bynera, Jlecnoscke
obnax-kpaecre, 159. As the frescoes of Staro Nagoricino are
the work of a Byzantine artist, the shape of the shoulder em-
broidery is adapted to contemporary Byzantine shoulder dec-
orations, but the association with the cloud-collar is clear.



Europe.® The main feature of the Hussar uniform in
Europe was a short jacket decorated with froggings —
caprast, which hung from the shoulders,®! an obvious
combination of the Persian candys fashion and Turk-
ish tailoring and decoration. The same jacket worn on
one shoulder was the mark of the Ottoman navy and
on both shoulders of the janissaries.®* The Hungarian
name for the hussar jacket — dolama (or dolman),* re-
veals its Turkish origin. The Persian way of wearing
such a garment is confirmed by Stanis Stanaw Niemo-
jewski from Poland when describing the bearers of the
imperial weapon at the 1606 coronation of the Russian
Tsar False Dimitri, whom he says were dressed in Ira-
nian or Hussar style.* The jacket of the same cut and
decoration, hung over both shoulders, were worn in
the Cetinska Krajina region® and on the Miljevci pla-
teau, while worn over only one shoulder in Vrlika and
Bukovica in Dalmatia,® until modern times. That indi-
cates that the cult of hussars in the 15" century spread
from Byzantium to Europe through the Balkans, as an
intertwining of the Byzantine military concept and the
Persian-Turkish appearance of the uniform.*’

A short jacket, already modernized in cut and dec-
oration, draped over the shoulders, has remained in
Vojvodina to modern days. It is worn by a peasant
from Orlovat in the painting Happy Brothers by the
Serbian artist Uro§ Predi¢, from 1887.® Moreover,
the Hungarian menta, a jacket that in the 16" century
still had a basic Turkish cut, could be worn draped
over the shoulders.” It was an obligatory part of the
ceremonial attire of the Hungarian aristocrats until
the beginning of the 20" century. The most famous
is the one worn by Count Domokos Bethlen on his
shoulders at the coronation of Queen Victoria of Eng-

% G. Chaduc, J. Childs, Hussars, A Dictionary of Mili-
tary History and the Art of War, ed. A. Corvisier, J. Childs,
Oxford 1994, 367-368.

1 Ibid., 368; Z. Grbasi¢, V. Vuksié, The History of Cav-
alry, New York — Oxford 1989, 79-84, 88-90, 107, 113,
135, 152, 160, 171, 185, 205, 265; R. D. Pengel, G. R.
Hurt, Austro-Hungarian Hussars, Artillery and Support
Troops 1740-1762, Birmingham 1983; idem, Prussian
Hussar Regiments, Birmingham 1983.

62 Tilke, Costume Patterns and Designs, pls. 16.22, 16.25.

3 1. Turnau, History of Dress in Central and Eastern Europe
from the Sixteenth to the Eighteenth Century, Warszawa 1991, 24.

% Ibid., 89.

% J. bjenagunosuh, Hapoone nowrne Cpoa y XIX u XX
sexy, beorpan 2011, 117, fig. 183.

% Jbid., 118, fig. 189, 119, fig. 192.

7 The way of wearing a hussar jacket on the shoulders
may also indicate that the first hussars in Byzantium were
mercenaries from the Caucasus, possibly Alans.

% M. JoBanoBuh, Ypow: [Ipeoufi, Hou Can 1998.

% Turnau, History of Dress in Central and Eastern Eu-
rope, 23. About menta see further in the text.
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Figure 7. Veliki gunj, Slavonia, late 19th century,
Ethnographic Museum, Belgrade (photo © Ethno-
graphic Museum, Belgrade)

land in 1838.7° In the northern part of former Hunga-
ry, present-day Slovakia, menta was called mentieka
and was also worn draped over the shoulders.”

Judging by visual sources, the ancient Median
candys, itself changing the cut and decorations over
time, did not experience the transmission of its form
through different cultures but influenced the spread
and adoption of a particular custom — wearing a caftan
draped over the shoulders. In various cultures, local
caftans worn in that way acquired different symbolic
meanings. On an ivory pyxis from the 6" century, to-
day in the British Museum,’ one of the admirers of
St. Menas from Egypt is dressed in a richly decorated

P, Cone, The Imperial Style: Fashions from the Haps-
burg Era, New York 1980, 86, fig. 56.

"' Turnau, History of Dress in Central and Eastern Eu-
rope, 59.

2 Reg. no. 1879,1220.1, available at https://research.
britishmuseum.org/research/collection_online/collec-
tion_ object details.aspx?objectld=8882&partld=1. Also,
Knauer, 4 Quest for the Persian Riding-Coats, 10.
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Figure 8. Kublai Khan on the Hunt, details of the painting on silk, Liu Guandao, China, 1280, National

Palace Museum, Taipei (photo © National Palace Museum, Taipei)

caftan with overlong sleeves whose appearance co-
incides with the caftans excavated in the necropolis
of Antinoopolis from the 5" to the 7™ century which
were wrapped over the shoulders of the deceased as
well.”” With the spread of Persian conquest of the
southeastern Mediterranean in the time of the Sas-
sanids,” candys fashion was also widespread” so
prominently that it served as a symbol of non-Chris-
tians in early medieval Christian art. On an ivory
diptych from the Carrand collection in the Bargello
Museum in Florence,’ the pagan inhabitants of Mal-
ta (fig. 1a) are clad in caftans with overlong sleeves,
made of richly-patterned fabrics, which are used as a
clear contrast to the solid-color draped costume of St.
Paul who heals them. The caftans hung over shoul-
ders served as a symbol of national and religious di-
versity in Cyprus as well. In the scene The Birth of
Christ from the Church of the Holy Cross of Agias-
mati near Platanistasa from 1494, the last of the three
kings from the East (Velia) is wearing a brown caftan
with empty sleeves hanging from his shoulders.”

3 Turnau, History of Dress in Central and Eastern Eu-
rope, 7-8.

™ W. Vogelsang, The Sasanians and Egypt: A Short
Introduction, Riding Costume in Egypt: Origin and Ap-
pearance, ed. C. Fluck, G. Vogelsang-Eastwood, Leiden—
Boston 2004, 29-36.

5 Knauer, A Quest for the Persian Riding-Coats, 12—13.

76 B. Kiilerich, Diptich: Carrand Two Ivory Relief Pan-
els (Florence, Museo Nazionale del Bargello), The Eerdmans
Encyclopedia of Early Christian Art and Archaeology, Vol. 1,
ed. P. Corby Finney, Grand Rapids 2017, 427. Unfortunately,
the time (the 4th, Sth, or 6th century) and the place (Byzan-
tium or Rome) of the diptych production is unknown.

T A. Stylianou, J. Stylianou, The Painted Churches of
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A local caftan draped over the shoulders with
hanging non-functional sleeves is found in many
peoples, starting with the Turkic ones, worn as a
shepherd’s upper garment. That points to the ancient
roots of such a custom in the nomadic cultures of the
Eurasian steppes and Central Asia, which, possibly,
precede the Media. Among the most interesting is
the woolen shepherd’s caftan with elongated and nar-
rowed sleeves, which, having lost their primary func-
tion, are closed at the ends and hung from the shoul-
ders of the Kashka shepherds (a Turkic tribe) from
southwestern Iran.”® The same way of wearing shep-
herds’ coats is found among the Slavic peoples, pos-
sibly received under the influence of the Avars.” In
Eastern Europe, the Hungarian sziir stands out by the
beauty of its decorations and embroidery.*® The same
shepherd’s coat, present in Srem, is called sardum or
surdum, in Banat known as a kabanica or gunjac and
in Slavonia and Baranja under the names kabanica,
veliki gunj (fig. 7), and ¢oha.?' In Serbian terms, there
is an intertwining with Old Slavic gunj and Turkish
kapanige,®* which most directly indicates the similar-

Cyprus: Treasures of Byzantine Art, Nicosia 1997, 190—
191, fig. 107.

8 P. Rieff Anawalt, The Worldwide History of Dress,
London 2007, 74, pl. 106.

” For the examples in Slovakia and Moravia see M.
Tilke, Trachten und Kostiime aus Europa, Afrika und
Asien in Form, Schnitt und Farbe, Wiirzburg 1978, 56, 57.

80V, Gervers, The Hungarian Sziir: An Archaic Man-
tle of Eurasian Origin, Ontario 1973; Turnau, History of
Dress in Central and Eastern Europe, 15-16.

81 Bjemanunosuh, Hapoone nowre Cpba, 84, figs.93,
114, 123, 126, 128.

82 For kapanige see H. Tezcan, Furs and Skins Owned
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Figure 9. Three different types of basic cut developed by Olga Orfinskaya (drawing: Tatjiana Vuleta)

ity of such garments. That is evidenced in southern
Serbia by the cut of a shepherd’s kabanica worn on
the shoulders, whose sleeves are also closed to be
used for carrying food and various small items.*

The portrait of Panos Arseniou from the Church
of the Holy Apostles in Molzvdoskepastos® testifies
that wealthy merchants in Epirus in the middle of the
17" century wore fur coats of the Turkish kapanige
type also draped over their shoulders.

An unusual version of a hanging caftan may be
found in Asia in female clothing. Instead of having
them draped over the shoulders, women wear caftans
slung over their heads. The first written evidence of
such a custom can be found in the description of an
unknown Venetian merchant from the reign of Uzun
Hasan (1423-1478), who states that all Persian wom-
en, especially those from Tauris, wear men’s robes
over their heads, completely covering themselves.®

Among Teke women in Turkmenistan, such a
cloak called a chyrpy was worn until modern times.*
Its extremely narrow sleeves, which have long since
lost their original function, are joined at the hem and
fixed on the back. The same robe, a longer one called
a paranja and a shorter one, a jelak, also covered
women in Uzbekistan,®” and under the name jegde
in Karakalpakstan.®® A similar jangob with wider,

by the Sultans, Ottoman Costumes: From Textile to Iden-
tity, ed. S. Faroghi, C. K. Neumann, istambul 2004, 73.

8 Bjenagunosuh, Hapoone nowrse Cpéa, fig. 35.

8 E. Moutafov, 1. Toth, Byzantine and Post-Byzantine
Art: Crossing Borders, Exploring Boundaries, Art Readings,
Vol. -1, ed. E. Moutafov, . Toth, Sofia 2018, 19, fig. 3.

8 The Travels of a Merchant in Persia, A Narrative of
Italian Travels in Persia in the 15th and 16th Century, ed.
C. Grey, London 1873, 172.

8 M. Tilke, Oriental Costumes, their Designs and
Colors, New York 1922, 30, pls. 116, 117; Rieff Anawalt,
The Worldwide History of Dress, 147-148, pls. 239, 241,
242; S. Meller, Silk and Cotton: Textile from Central Asia
that Was, New York 2013, 49, fig.5.

87 Ibid., 83-89.

88 Ibid.,90-91. For all mentioned female caftans also see
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loose sleeves, worn in the same way on the head, was
the designation of ladies from aristocratic circles of
Korea during the reign of the Joseon dynasty (1392—
1897).%

2. Garments with Slits for Pulling Arms Out

The second group of garments with hanging
sleeves consists of clothes that were pulled over
the body while the sleeves stayed empty, unpulled,
or partially pulled over the arms, hanging from the
shoulders or arms. The reasons for the appearance of
such garments in different cultures were always con-
ditioned by the restricted functionality of the cut of
the sleeves themselves — their restraining width and/
or length.

In the harsh climate of the Eurasian steppes
and Central Asia, caftans had to have narrow, tight
sleeves longer than the arms for additional warming
of the arms and hands.” In nomadic cultures, espe-
cially when using weapons on horseback, such tight,
often overly long sleeves were given slits through
which the arms were pulled out and released as need-
ed. The way of using such garments can be found in
the painting Kublai Khan on the Hunt, by Liu Guan-
dao from 1280,”" in which the participants of the hunt

0. A. CyxapeBa, Onvim ananuza NOKpoe¢ mpaouyioHHOU
,, MYHUKOOOPA3HOU *“ CPeOHeasuamcKkol 00excob 6 Niame
ux ucmopuu u 36omoyuu, Koctrom HapomoB Cpenneit
Asun, yp. O. A. Cyxapesa, Mocksa 1979, 93-95, fig.
3:4-8.

8 Rieff Anawalt, The Worldwide History of Dress, 183,
184, pls. 296, 297.

% For the same custom in the Pazyryk culture see N.
V. Polosmak, Purple and Gold over Thousands of Years,
Science first hand, 4, 30 Jan 2005, 39; for the same in the
Mongol costume see Cho Woohyun, Yi Jaecyoon, Kim
Jinyoung, The Dress of the Mongol Empire: Genealogy
and Diaspora of the Terlig, Acta Orientalia Academiae
Scientiarum Hungarica, 68(3), 2015, 270.

°l Available at https://www.npm.gov.tw/english/exhbi-
tion/e-ase1010/e02.htm.



H]

Figure 10. Positions of the arm slits (drawing: Tatjana Vuleta)

wear typical Mongol caftans, and the khan, a fur coat
with overlong sleeves, pulled onto the hands due to
winter. However, the left hand of the archer with
the bow and arrow pointed at the birds is pulled out
through the slit on the sleeve of his caftan, in order to
better maneuver the weapon (fig. 8).

The need to free hands from the restraining sleeves
when performing some demanding physical work
can be found in the everyday life of sedentary peo-
ples as well.”? Thus, the miniatures of Ashburnham
Pentateuch (Codex Turonensis), created at the end of
the 6™ or the beginning of the 7% century, show reap-
ers (fol. 40r)* and masons (fol. 56r, 58r)** with their
arms pulled out from their sleeves through the axil-
lary openings of their tunics. The same urge for prac-
ticality is noticeable in the illustration of Al-Jazari’s
machine for pouring water from the Syrian copy of
the Automata from 1315.% The arms of the maid who
controls the mechanism are pulled out through the
slits in her caftan with overlong, obviously restrain-
ing sleeves that fall empty along the body.

Empty, often overlong sleeves, swinging freely
from the shoulders, were inconvenient for working,
especially when using weapons, so they were tucked
into a belt, buttoned or tied. The means of their fas-
tening also differed in different cultures. In the Med-
iterranean, during late antiquity and the early Middle
Ages, the sleeves of tunics were tied at the back to

%2 For a peasant girl represented on a mosaic from
Madaba in Jordan of the 6th century see Knauer, 4 Quest
for the Persian Riding-Coats, 15.

% Bibliothéque nationale de France, Paris, MS nouv.
acq. lat. 2334, available at https://gallica.bnf.fr/ark:/12148/
btv1b53019392¢/89.item_(accessed on 03/12/2019). Un-
fortunately, the origin of this manuscript has not been de-
termined — assumptions range from Spain, North Africa,
Syria to Italy.

%  Available at https://gallica.bnf.fr/ark:/12148/bt-
v1b53019392¢/f121.item and https://gallica.bnf.fr/12148/
btv 1b53019392¢/f125.item ark:/_(accessed on 03/12/2019).

% Al-Jazari, Kitab fi ma’arifat al-hiyal al-handasiya,
Siria 1315, a sheet torn from the manuscript, today at
the Museum of Asian Art in Washington, no. F1930.75,
available at https://commons.wikimedia.org/wiki/File:Al-
Jazari - The Basin.jpg (accessed on 03/12/2019).
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each other, like those from the aforementioned min-
iatures of Ashburnham Pentateuch. In the late Mid-
dle Ages, the Russians did the same to the overlong
sleeves of their caftans.”® The ends of the sleeves
could also be tied with ribbons or fastened with but-
tons on the back of the robe, which was typical of
Turkic and Mongol caftans (fig. 1b),”” or tucked into
a belt in Byzantium and its circle of influence — Bul-
garia, Serbia (fig. 21) and Albania. In Byzantium in
the 14™ century, the tucking of the sleeves of court
gowns into the belt acquired a protocol character,
which marked the official status and court service.”®
The same custom of tucking sleeves into the belt, but
less often, existed for the later Ottoman court caf-
tans,” which must have represented the Byzantine
heritage. Nevertheless, in the Turkish costume, it was
more common to button up the hanging sleeves, es-
pecially the cepken, at the back, one after the other.!®

The hanging sleeves from the second group

of garments belong to both coats and dresses. The
main difference between such robes is their overall

% Turnau, History of Dress in Central and Eastern Eu-
rope, 96-97.

7 Bynera, Cmpanu eremeHmu y 00ex#cou KapamcKux
kmumopa, I oeo, 228, fig. 5.

% Pseudo-Kodinos, Traité des offices, ed. J. Verpeaux,
Paris 1966, 218-219. Wearing the same type of dress,
court officials tacked their sleeves into the belt, in wich
case it was called lapatzas, while only the emperor was
entitled to loose sleeves in wich case this dress was called
granaitza.

» For example, the caftan of a janissary from Abraham
De Bruyn’s costume book, Diversarlum Gentium Armatura
Equestri,, u3 1575, available at https://upload.wikimedia.
org/wikipedia/commons/c/c5/Luitenant  en_hoofdman_
van_de Janitsaren Ruiterserie_%28serietitel%29%2C
NG-2011-83-16.jpg (accessed on 14.02.2020), or the caf-
tans of Turkish court dignitaries and ladies from an album
made in Istanbul in 1618, today in the British Museum
in London, No. 1974,0617,0.13.11, fol. 11v, or from the
German edition of Nicolas de Nicolay’s book with color
illustrations — Nicolas de Nicolay, Der Erst Theyl. Von der
Schiffart und Razfs in die Tiirkey unnd gegen Oriennt. Mit
schénen Figuren Wie beede Man vind Weib irer Landtsart
nach beklezdet seyen, Nunberg 1572.

100 Skaljié, Turcizmi, 222.



Figure 11. Khevsur tunic, Georgia, beginning of the 20th century o ways of their exchange and

(drawing: Max Tilke)

cut. By examining the cut of preserved examples
of clothes with hanging sleeves from this stylistic
group, we concluded that there are significant differ-
ences between them, which fit into the modern sci-
entific theories about the history and development
of tailoring.'”! In that perspective, by applying the
methods developed by the Russian researcher Olga
Orfinskaya, it was possible to divide further this type
of garments with hanging sleeves into three primary
pattern groups: garments that were developed from
the tunic-cut (fig. 9a),'** those formed from the felt-
cut (fig. 9b),!” and finally those that came from the
animal-skin-cut (fig. 9c).'%

The differences in the overall cut of these gar-
ments determine the location of the slits for passing
the arms through, by which it is possible to distin-
guish three subtypes (fig. 10):!%

2.1. Garments with slits under the armpits (fig.
10a).

2.2. Garments with slits in the seam of the sleeve
cap or on the shoulder area of the front (fig. 10b).

2.3. Garments with slits on the sleeves (fig. 10c).

1! For the most recent theories on classification of the
cutsee O. B. Opdunckas, Tpu ucmounuka, uiu Kk 60npocy o
Kaacu@urayuu Kpos ooedxcovl, JKeHcKas TpaaulHOHaTHAs
KyJIbTypa M KOCTIOM B DIIOXy CpPEIHEBEKOBbS H B
HOBOE BpeMs: Marepuanbsl MEDKyHapOJHOTO HaydHO-
obpaszoBarensHoro cemunapa (9—10 Hos6ps 2012 r), yp.
IO. B. CrenanoBa, H. B. XXununa, Teeps 2012, 76-91.

192 For this type of cut in general see ibid., 85-91.

18 For this type of cut in general see ibid., 80-85.

1% For this type of cut in general see ibid., 77-80.

15 Compare with  XpunyHoB, Odedxcoa
OMKUOBLIBAIOWUMUCS pYyKasamul, 8.

[
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Connecting the conditionality of
the arm slits’ position with the over-
all cut of the garment, enabled us to
reverse the process — to determine the
type of the overall cut when only the
position of the arm openings is known.
That, of course, works only for the
garments from the 2.1 and 2.2 groups.
That is extremely important for deter-
mining which type of cut belongs to
robes shown in visual sources where
the artists ignored presenting the de-
tails of the tailoring.

Furthermore, such an approach has
opened up the possibility of linking
robes from different, temporally and
geographically distant cultures into
“family trees” that reveal or confirm
spread
(Tabs. 2-5).

2.1. Garments with Slits under the Armpits

The oldest testimonies about that type of garment
with hanging sleeves also reach ancient Media. Pseu-
do-Kodinos, in the Offices, mentioning a garment
with slits under the armpits, the Byzantine court ep-
ilorikon (Gk. émiAdpirov),'” connects its origin to
the Media.'”” Under the influence of the Medes, such
a garment was also accepted in Persia, from where,
through Armenia, it spread in the Caucasus and Byz-
antium as part of the riding/military equipment.

Byzantine written sources mention the epilorikon
first as a covering and protective military garment
worn over armor and intended for cataphracts —
horsemen with spears or maces.'® In the middle of

106 M, Parani, Reconstructing the Reality of Images, Lei-
den—Boston 2003, 118-119, 345. Also, under éniAdpikov,
see http://typika.cfeb.org/index/artefact/576 (accessed on
18/12/2019).

197 Pseudo-Kodinos, Traité des offices, 205-206.

198 Leonis imperatoris Tactica, Vol. 1, ed. R. Vari, Bu-
dampest 1917, 91, 102, 119; Sylloge Tacticorum, que olim
“Inedita Leonis Tactica” dicebatur, ed. A. Dain, Paris
1938, 39; Le traité sur la guerilla (”De Velitatione”) de
I’empereur Nicéphore Phocas, ed. G. Dagron, H. Mihaes-
cu, Paris 1986, 53, 164; Nikephoros II Phokas, Praecepta
Militaria, Sowing the Dragon’s Teeth: Byzantine Warfare
in the Tenth Century, ed. E. McGreer, Washington 1995,
34; Constantine Porphyrogenitus, Three Treatises on Im-
perial Military Expeditions, ed. J. F. Haldon, Vienna 1990,
142, 148. For a complete list of preserved written sources
that mention epilorikon, see P. L. Grotowski, Arms and
Armour of the Warrior Saints. Tradition and Innovation in
Byzantine Iconography (843—1261), Leiden—Boston 2010,
177-179.
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Figure 12. Development of the tunic-cut (drawing: Tatjana Vuleta)

the 10" century, it was mentioned as part of the navy
equipment,'® but also as a triumphal costume of the
Byzantine emperors.''’ Thus, during the triumphal
entry into Constantinople, Emperor Basil I wore an
epilorikon woven with gold and embroidered with
pearls. The Offices mentions the use of epilorikon
as a military robe in the 14" century as well, which
testifies to the centuries-long continuity of its use in
Byzantium. As the uniform of the emperor’s guard, it
was made of gold-woven silk.!"!

Civil epilorikon, as well as all garments with
hanging sleeves from the second group, worn in the
region of Asia Minor, the Middle East, the Caucasus,
and Byzantium, came into vogue under the influence
of riding/military epilorikon."> The first known men-
tion of epilorikon as a civil robe in Byzantium is from
the will of Kale Pakouriane of 1098.""* She intended
two epilorikons of different details and styles for her
nephew and one freed slave. The first was red with
decorative crosses.! The second, which is clearly de-
fined by the adjective “Antiochian” (évtioyitikov)''s
and, given the year of the will, most likely indicates

19 Constantine Porphyrogenitus, Three Treatises on
Imperial Military Expeditions, The Book of Ceremonies,
Vol. 11, ed. A. Moffatt, M. Tall, Canberra 2012, 670.

10 1bid., Vol. I, 444-508.

1 Pseudo-Kodinos, Traité des offices, 273.

12 Compare: O. B. Opdunckas, Hcmopus Kpos.
Bepcusi nosierenus ompesnozo pykasa, The Fourth Inter-
national Conference on History and Political Sciences.
Proceedings of the Conference (November 9, 2014), ed.
K. Orzechowska, Vienna 2014, 7-8.

13 Actes d’Iviron, Archives de I’ Athos, Vol.16: Du mi-
lieu du XIe siécle a 1204, ed. J. Lefort, N. Oikonomidés,
D. Papachryssanthou, Paris, 1990, No. 47.

14 Ibid., No.47:28.

115 Ibid., N0.47:36-37.
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the Middle Eastern or Persian style. At the end of the
XI century, Antioch was known for producing imita-
tions of Iraqi and Persian clothing.''®

Unfortunately, the mentioned written sources do
not give information on whether the epilorikon was
a type of tunic or coat. Therefore, at this moment,
it is not possible to determine which pattern type of
garment with slits under the armpits it belonged to.

The opening of the slits for releasing the arms just
under the armpits was directly conditioned by the
cut of such robes. It depended on the original type of
material from which the clothes were made, shaped
by the need to use that material as economically as
possible.!'” Depending on the cut, garments with
openings under the armpits can be divided into two
groups:

Garments with openings under the armpits whose
cut was created on the basic pattern of a tunic sewn
from woven textile (fig. 9a).

Garments with openings under the armpits whose
cut was created on the pattern that originates from
animal skin (fig. 9¢).

The first group includes garments made on the
basic cut of the tunic, conditioned by the production
of woven materials. As the original form of tunics
worn in the Mediterranean was obtained in one piece

16 D. Jacoby, Silk Crosses the Mediterranean, Le vie
del Mediterraneo. Idee, uomini, oggetti (secoli XI-XVI),
ed. G. Airaldi, Genoa 1997, 63—64; M. G. Parani, Inter-
cultural Exchange in the Field of Material Culture in the
Eastern Mediterranean: The Evidence of Byzantine Legal
Documents (11th to 15th Centuries), Diplomatics in the
Eastern Mediterranean 1000—1500: Aspects of Cross-Cul-
tural Communication, ed. A. D. Beihammer, M. G. Parani,
C. D. Schabel, Leiden—Boston 2008, 360-361.

"7 Opdunckas, Tpu ucmounuxa, 76-77.



Figure 13. Armenian princes, detail of the miniature, Gospel of Queen Keran, Jerusalem no. 2563, fol.
380r, 1272 (photo: Claude Mutafian, source: Wikipedia)

shaped directly in the weaving process (fig. 9a), they
had only one seam on each side that connected the
front and back halves from the hem to the end of the
sleeves.''® Holes for pulling the hands out could be
left only in those seams, in part under the armpits
(fig. 10a). Examples can be seen in the early medie-
val mosaics in Italy and Jordan from the 5 century'”
and the already mentioned miniatures of Ashburn-
ham Pentateuch from the end of the 6™ or the begin-
ning of the 7" century.'”® Archaeological finds from
children’s tombs in Egypt from the early Byzantine
period testify that children tunics also had slits un-
der the armpits, leaving freedom of movement when
playing."?! Khevsur (Georgia) male woolen tunics,'*
worn until modern times, have the same opening un-

18 Ibid., 85-86, fig. 6; C. Fluck, Dress Styles from Syria
to Libya, Byzantium and Islam: The Age of Transition 79t
Century, ed. H. C. Evans, B. Ratliff, New York 2012, 160,
fig. 69. For the preserved tuniks from the Dumbarton Oaks
textile collection, acc. nums. BZ.1933.44, BZ.1953.2.1,
BZ.1953.2.2, BZ.2017.011 see online catalog available at
https://www.doaks.org/resources/textiles/catalogue.

19 Knauer, 4 Quest for the Persian Riding-Coats, 11,
figs. 8, 9.

120 Ashburnham Pentateuch, Paris, Bibliothéque na-
tionale de France, MS nouv. acq. lat. 2334, fols. 40, 56,
58. For more on openings under the armpits on ancient
and medieval tunics with additional examples see Knauer,
A Quest for the Persian Riding-Coats, 13—16.

2t A. Karagianni, Children in Byzantium: written
sources and archaeological findings, Bulovtvog dopoc,
27,2019, 282.
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der the armpits as the ancient ones (fig. 11), which
confirms that this kind of fashion was widespread in
the Caucasus as well.

During the Middle Ages, the pattern of such dress-
es had been developed from the original cut of an-
cient tunics (fig. 12a) into a more complex form (figs.
12b, 12¢). The change occurred due to the transition
from vertical to horizontal loom, which significantly
narrowed the width of the fabrics. The reduced width
of the fabrics caused the basic pattern to be divided
into smaller pieces.'” Another reason for the new,
more complex cut of dresses from the 11" century,
was the need for them to fit better to the upper part of
the body. The changes had developed in two parallel
directions.

The first change went toward separating the
sleeves from the body of the dress, narrowing the
body, and adding triangular gussets, which formed a
bell shape, giving the dress the necessary width for
walking and riding (fig. 12b). That type of cut was
developed and mainly used in Europe from the 10"
century.'?* The openings under the armpits remained
in the same position as on the basic tunic-cut (fig.
10a).

122 Tilke, Trachten und Kostiime aus Europa, Afrika

und Asien, 89, pl. 1.

12 Opdunckas, Tpu ucmounuxa, 77-80.

124 For more on that type of the cut see K. Kania,
Kleidung im Mittelalter: Materialien — Konstruktion —
Ndhtechnik, Koln—Weimar—Wien 2010, 257-303.



Figure 14. Beshmet, Caucasus, beginning of the
20th century (drawing: Max Tilke)

Garments with openings under the armpits from
this group can be found in an Armenian male cos-
tume in Cilicia from the 13" century (fig. 13).'%
These are long dresses with a front central slit that
climbs from the hem to the groin, similar to Western
surcote. Three-quarters length sleeves, worn emp-
ty, fall from the shoulders, and the arms are pulled
through openings made in the side seam under the
armpits. The English King Richard I is represented
in the same garment, only knee-length, in a miniature
from the Liber ad Honorem Augusti by Peter of Ebo-
li, BBB Cod. 120.11, fol. 129r, from 1194-1196."% It
is also the earliest preserved representation of a gar-
ment with hanging sleeves related to Europe, which
indicates the Middle and Near Eastern influences on
the emergence of such fashion in the West.

125 For example, portraits of King Levon III’s sons
in the Gospel of Queen Keran, Jerusalem no. 2563, fol.
380r, of 1272 — S. Der Nersessian, Miniature Painting in
the Armenian Kingdom of Cilicia from the Twelfth to the
Fourteenth Century, Vol. 2, Washington 1993, fig. 641,
Marshal Oshin’s sons, Pierpont Morgan Library, MS. M.
1111 — ibid, fig. 646, Prince Vasak’s sons, Jerusalem no.
2568, fol. 320 — ibid., fig. 647, and a prince in a miniature
from Matenadaran, MS 979, fol. 7 — 1. Rapti, Featuring
the King: Rituals of Coronation and Burial in the Armeni-
an Kingdom of Cilicia, Court Ceremonies and Rituals of
Power in Byzantium and the Medieval Mediterranean, ed.
A. Beihammer, S. Constantinou, M. Parani, Leiden—Bos-
ton 2013, 335, fig. 11.11.

126 Today in the Berne Municipal Library, available at
http://web.archive.org/web/20050120194356/http://www.
renfroana.150m.com/history/liberadhonoremaugusti/129r.
jpg (accessed on 26/01/2020).
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Figure 15. Wife of Voivode Radivoi, detail of
the fresco, Kremikovtsi Monastery, Bulgaria, 1493
(photo: Gordana Kelic)

These two examples represent an excellent case of
cultural exchange. The cut of these dresses belonged
to European fashion, brought to the Near East by cru-
saders. Still, the custom of opening armholes under
the armpits and wearing empty sleeves was Arme-
nian and Middle and Near Eastern, borrowed by the
crusaders and brought to Europe.

The second direction of changes in the basic tu-
nic-cut belongs to the Asian way of tailoring. It also
went toward separating the sleeves from the body of
the dress and narrowing the body. But in this case, the
body of the gown is cut from several panels — the cen-
tral one to which the sleeves are attached and the side
ones, the width of which determines the final width of
the gown (fig. 12c). With such a tailoring solution, the
openings under the armpits are created by not attach-
ing the sleeves to the side panels (fig. 14).

That type of cut shaped a large number of gar-
ments worn in the Caucasus — Azerbaijan, Armenia,
Dagestan, Tatarstan, and Georgia, but also in Persia,
Central Asia, and India since the 11" century.'?’ It is
a pattern that characterizes not only dresses but also
coats and jackets worn in those communities until
modern times. The same type of openings has Alba-
nian male jackets worn among Christians in the Scu-

127 Tilke, Costume Patterns and Designs, pls. 68, 74, 75, 85.



tari area,'”® reflecting pre-Ottoman influences in the

Balkans that were coming from the Caucasus.

The next phase in the development of this cut is
the complete vertical opening of the sleeves. Also,
the upper free ends of the side panels are rounded and
deepened in the armpit (fig. 18a). In Azerbaijan, such
short female jackets are named after the open sleeves
— ¢epken.'® In Persia, the open sleeves of the same
type of jacket have buttons and loops that could be
closed at the elbow.!3° The same type of open sleeves
was worn in Bulgaria at the end of the 15" century,
as an example of the Turkish influence on clothing
already spread in the Balkans (fig. 15). The wife of
Voivode Radivoi, represented on the donor’s compo-
sition in the Kremikovtsi Monastery in 1493, wears
an upper red dress made of costly Turkish kadife,
whose sleeves are open along their entire length and
buttoned at the wrist, which reveals the soft white
sleeves of the lower dress (fig. 15).

The second group of garments with a slit under
the armpit includes those whose cut was conditioned
by the shape of the animal skin (fig. 9¢). The cut of
this type of gown was composed of two seams that
connected the front with the back, moved from the
sides further to the back, and seams that connected
the front and back of the sleeves.'*? The openings for
the arms were left in the axillary part of these seams
so that they flow obliquely from the sleeves and brief-
ly along the back (fig. 16).

The most famous example of such a tailoring
solution is a caftan found in one of the tombs of An-
tinoopolis in Egypt, made some time between 443
and 637 (fig. 16)."** The appearance of such coats
in Antinoopolis is interpreted as a Persian influence

128 Ibid., pl. 61.3.

12 A. Rustambayova, Kinds of Upper Body Clothing of
Azerbaijani Women in 19" and Early 20" Centuries, IRS,
1( 24), spring 2016, 33, 35.

130 Scarce, Women's Costume of the Near and Middle
East, pl. 116.

Bl K. Ilackanesa, [fvpreama ,,Ce. Ieopeu’ 6 Kpe-
muxoeckuss manacmup, Codpus 1980; K. Xamxues, Owe
6eOHvIIC 30 Odamuposkama ua Kpemuxoeckus wnaonuc,
Apxeomnorus, 1-2, 2000, 66-70.

132.0. B. OpduHckas, Ananuz Kpos MysiccKux kagpma-
Ho8 u dcenckux nnamoee anan Cegepnoco Kaexasa, Ilo-
BOIDKCKast apxeonorwst, 2(20), 2017, 174, fig. 1.

133 Today in the Museum fiir Byzantinische Kunst,
Berlin, SMB inv. no. 9695; for a detailed description see
Knauer, 4 Quest for the Persian Riding-Coats, 10-22, fig.
1. For the cut of that caftan see Opdunckas, Anaius kpos
myosrcckux kagpmanos, 174, fig. 1b; K. Colburn, Materials
and Techniques of Late Antique and Early Islamic Textiles
Found in Egypt, Byzantium and Islam: The Age of Transi-
tion 79 Century, ed. H. C. Evans, B. Ratliff, New York
2012, 161, cat. no. 114.
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Figure 16. Back side of the riding coat from An-
tinoopolis, Egypt, 443—637, after Max Tilke (draw-
ing: Tatjana Vuleta)

that came to Egypt during the Sassanid conquests.'**

The same solution was applied to the Khevsur female
cherkeska called koklo, worn in Georgia until modern
times.'* The back of the koklo has a large bell-shaped
width gathered in folds at the waistline.

A developed version of the same cut can be found
on a Polish kontusz worn from the middle of the 16®
century.”*® The cut of the front became complex dur-
ing time, with added darts, and the sleeve has a fully
developed cap. The opening for pulling the arms out
is left, therefore, on the upper part of the inner seam
of the sleeves, from the armpits to the elbows.'*” The
sleeves were often turned over and shifted to the
back, revealing a silk or fur lining. Judging by the
pattern, the Polish kontusz is a relative of the riding
coat from Antinoopolis, worn a thousand years later.

The pattern connection that bridges the caftan
from Antinoopolis and the Polish kontusz may be
found in the Turkish long male garment dolama with
open ¢epken sleeves.'* In the lithograph of Giovanni

134 The composition and weaving technique of the green
caftan fabric in question, made of wool and cashmere, in-
dicate that it was imported from Persia — N. A. Hoskins,
A Green Riding Coat Fragment in the Henry Art Gallery,
Seattle, Riding Costume in Egypt: Origin and Appearance,
ed. C. Fluck, G. Vogelsang-Eastwood, Brill, Leiden—Bos-
ton 2004, 129-136, especially 133—134.

135 M. Tilke, National Costumes of Caucasian People,
Thilisi 2007, 26, 106, fig. 10.

136 Turnau, History of Dress in Central and Eastern Eu-
rope, 74-79.

137 The cut is available at https://www.wilanow-palac.
pl/files/70_toiowo-pic-wykroje-kontusz_z zielonej_tafty.
jpg, (accessed on 06/02/2020).

138 Skaljié, Turcizmi, 172; Jean (Giovanni) Brindesi,
Osmanli Kiyafetler:, ed. H. Ahmet Arslantiirk, M. Mert
Sunar, Istambul 2013, 24-29, 40-41; A. Jasienski, 4 Sav-
age Magnificence: Ottomanizing Fashion and the Politics
of Display in Early Modern East-Central Europe, Muqar-
nas, 31,2014, 173-205.
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Figure 17. Albanian female garment of the anteriya type, 1900—1909, Metropolitan Museum of Art, New

York (photo © Metropolitan Museum of Art, New York)

Brindesi,'*® such a long coat is worn by the major of
the newly-formed army of Sultan Mahmud II, whose
uniforms were inspired by the uniforms of the army
of Sultan Selim III from the end of the 18" centu-
ry. The same coat is worn by a janissary in Bellini’s
drawing from the end of the 15™ century, so it is
possible to conclude that such caftans were part of
the Ottoman military equipment from where, in the
Balkans, they passed into civilian use in both female
and male clothing. The same pattern solution is found
on the goat fur coats worn in the Athens region of
Greece until modern times.'*°

The dolama also had the same cut as the female
anteriya (from Turkish anteri, although it is not the
same type of dress) worn in the Balkans. The differ-
ence in the way of cutting the male dolama and the
female anteriya was in the fall of the fabric when
cutting the front. For the dolama, the edges of the

139 Ibid., pls. 24-25.
140 Tilke, Trachten und Kostiime aus Europa, Afiika
und Asien, 7, pl. 2.2.
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front opening followed the straight line of the weave,
forming a vertical front opening. For the anteriya, the
front had a bias cut, which gave the garment a bell
shape. Consequently, the front opening was oblique,
overlapping from the waist down. With the bias cut,
the tight front side got the elasticity needed for a bet-
ter and more comfortable fit around female breasts.
Extraordinary examples of the Albanian long female
robes of the same cut with ¢epken sleeves from the
19" century are in the Museum of Applied Arts, Vi-
enna,'*! and the Metropolitan Museum of Arts, New
York (fig. 17). In Serbia and Bosnia and Herzegovi-
na, it was called anterija cepkenlija and was worn
until modern times.'** The dress of the same cut was

141 Available at http://www.museumwnf.org//themat-
icgallery/thg galleries/database item.php?id=clothing
and_ costume&itemId=objects;EPM;at;Mus21;50;en (ac-
cessed on 06/02/2020).

142 C. Byrapuuh, WU. Tep3uh, Hapoone nowre Cpba,
Beorpan 2006.



part of the female court attire in Wallachia and Mol-
davia during Turkish time (fig. 19).'#

Thus, the coat from Antinoopolis, the Georgian
koklo, the Turkish military dolama, the Greek goat
fur coat, the Balkan anteriya, and the Polish kontusz
belong to the same pattern “family tree”. All of them
owe the basis of their cut to the hunting cultures of
prehistoric times. The same pattern type of these gar-
ments confirms the moving path of such a cut from
Turkey, through Greece and the Balkans, to Eastern
Europe, which covered the time period from the 14™
to the 16™ century.

In this group, it is possible to follow the further de-
velopment of ¢epken sleeves. The already mentioned
Azerbaijani female jacket cepken has sleeves that are
attached to the body along the entire length of the cap
but are, at the same time, completely open along their
full length (fig. 18a).'* In Turkish costume, the same
type of ¢cepken adorned long male dolama and short
mintene,'"” as well as the Albanian, Serbian, and Ro-
manian long female coats of the anteriya type men-
tioned above.!** The sleeves had buttons and loops
and could be buttoned at the elbow, the wrist, or one
along with the other on the back. However, the ¢ep-
ken of these garments were not always attached to the
front of the robe, but only to the back (fig. 18b).

A particular type of that kind of the ¢epken sleeves
on caftans was worn in Wallachia and Moldavia (figs.
18c, 19). The fully open sleeves were overly long,
reaching ankles and buttoned with buttons or rows
of froggings at elbow height and the lower edge.
Sometimes, the sleeves were entirely closed from the
elbow down, creating a tubular shape that fell from
the elbow to ankles.'” The upper, open part of the
sleeve cap protruded behind the arm in the form of
a triangular wing. The appearance of such sleeves is
best seen on the caftan of Maria de Mangop, on the
embroidered grave cover with her posthumous por-
trait from the Putna Monastery, created around 1476
(fig. 19)."® The same just shorter sleeves are found
on the jackets worn in the area of Mirdita in Alba-

43 For more examples see C. Langa, Interwoven
Boundaries: Various Stylistic Influences in Romanian
Court Costume, The Journal of Dress History, 2(1), Spring
2018, figs. 4, 10-12, 15, 21.

144 Rustambayova, Kinds of Upper Body Clothing, 33, 35.

145 Jean (Giovanni) Brindesi, Osmanli Kiyafetlert, pls.
6-8, 14, 17, 24-25.

146 Available at http://www.museumwnf.org//themat-
icgallery/thg galleries/database item.php?id=clothing
and_ costume&itemld=objects;EPM;at;Mus21;50;en (ac-
cessed on 06/02/2020).

147 See the representations of donors in Langa, Interwo-
ven Boundaries, figs. 4, 10-12, 15, 21.

148 Ibid., p.21.
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Figure 18. Three different types of chepken sleeves
(drawing: Tatjana Vuleta)

nia'* and on goat fur coats worn in the Athens, men-
tioned above, until modern times."*’ The opening in
the front side of the sleeve cap seam on these jackets
is extended along the inner sleeve seam, whereby the
front slit is connected to the one under the armpit (fig.
18c). The front opening of the Greek coat has a tear-
drop shape, which further increases the comfort and
functionality of the entire garment. Garments with
the ¢epken sleeves that are not attached to the front
but only to the back, thus, represent a combination of
garments with slits under the armpits and those with
slits in the seam of the sleeve cap. This is a beauti-
ful example of combining two different pattern types
of garments with hanging sleeves, created, again, for
very practical reasons.

2.2. Garments with Slits in the Seams of the
Sleeve Caps or on the Shoulder Parts of the Front
Panel

There are three types of cut of the garments from
this group:

Garments whose cut was created on the basic tu-
nic-cut.

Garments whose cut developed from the primary
animal-skin-cut.

Garments whose cut developed from the primary
felt-cut.'!

As we have already pointed out, over time, the
basic cut of the tunic, originally obtained directly in
weaving on vertical looms,'” was changed with the

49 Tilke, Costume Patterns and Designs, pls. 61.4,
61.5.

150 Tilke, Trachten und Kostiime aus Europa, Afrika
und Asien, 7, pl. 2.2.

151 For the examples of such cut see idem, Costume
Patterns and Designs, pl. 5.

152 Opounckas, Tpu ucmounuxa, 85-90.



Figure 19. Maria de Mangop, detail of the em-
broidered grave cover, Putna Monastery, Romania,
ca. 1476 (photo © Putna Monastery, Romania)

development of the loom and/or the reduction of the
width of the textile used for its tailoring. The first
changes can be found on the tunic from tumulus 2 in
Pazyryk, from the 4™ to the 3™ century BC.'>* Due to
the narrower width of the fabric used, its cut is more
complex than the cut of the tunics worn in the Med-
iterranean. The front, as well as the back, is made
of two rectangular panels connected in the middle,
and the sleeves are cut separately and sewn to the
front and back (fig 20a). The openings for the arms

153 S. I. Rudenko, Frozen Tombs of Siberia: The Pazy-
ryk Burials of Iron Age Horsemen, Barkley — Los Angeles
1970, pl. 63.
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are left in the seams that connect sleeves to the body
of the robe (fig. 20a). Given the greater width of the
tunic from those times, the opening for the arms fell
above the elbow. We find such a dress on the me-
dieval Georgian elite. It is worn by la, the donor of
the Kvabiskhevi church from the 13" century,'>* as
well as two donors of the Mkheri church from the
14t—15" centuries.'>

The openings in the seam of the sleeve cap ex-
isted in the Arab cultural circle as well, in which the
tunic was also the basis of clothing. A traditional Mo-
roccan hooded garment, the djellabah (or djellabia),
worn up to modern times, has the same openings.'>

The same type of tunic with hanging sleeves was
also worn in the Byzantium. When he describes Byz-
antine court dresses granatza and lapatzas'>’ with
hanging sleeves in the Offices, Pseudo-Kodinos em-
phasizes that their origin belongs to ancient Assyr-
ia.!® The basis of the Assyrian costume was a tu-
nic.'” Its pattern, if we accept the Pseudo-Kodinos’
data as correct,' must have been the basis of the cut
of both the granatsa and lapatzas. That is confirmed
by the representation of the luxurious lapatzas,
which, following the regulations of the Byzantine
court codices, adorns the Serbian Young King Ste-
fan Uro$ IV Dusan in the portrait at the St. Dimitrios
Church of the Patriarchate in Pe¢, from 1322-1324
(fig. 21).'%! His arms are pulled through the openings
left on the front side of the sleeve cap seams. The
overlong sleeves are fastened to the belt, fallowing
the Byzantine court codices as well.

14 T. Gogoladze, The Historical and Architectural
Monuments of the Borjomi Gorge, Thilisi 2014, 63—64,
206, fig. 25.

155 E. Kavlelashvili, The Wall Paintings of Mkheri
Church, Svaneti, Georgian Art in the Context of Europe-
an and Asian Cultures, Proceedings of the 1% International
Symposium of Georgian Culture, ed. P. Skinner, D. Tu-
manishvili, A. Shanshiashvili, Tbilisi 2004, 265.

156 Tilke, Costume Patterns and Designs, 28.3, 29.6.

157 For the granatza/lapatzas see B. Cvetkovi¢, Prilog
proucavanju vizantijskog dvorskog kostima — ypavit(a,
Aamazrlog, Zbornik radova Vizantolo$kog instituta, 34,
1995, 143—156; Parani, Reconstructing the Reality of Im-
ages, 59-60, 345, 346; T. Dawson, There and Back Again:
Cross-cultural Transmission of Clothing and Clothing Ter-
minology, Intellectual Transmission in the Medieval Med-
iterranean, ed. S. L. Hathaway, D. W. Kim, London — New
York 2012, 208-209.

158 Pseudo-Kodinos, Traité des offices, 218.

1% Kim Moonja, 4 Study on the Assyrian Costume,
Journal of Fashion Business, 14(3), 2010, 5-6.

160 Cvetkovi¢, Prilog proucavanju vizantijskog dvor-
skog kostima — ypavarla, Aarariog, 147.

160 B, Tonuh, Cpncke meme na gppeckama X1V eexa y
ypkeu Ceemoe Jumumpuja y Ilehu, 3orpad, 30, 2004—
2005, 135-138, figs. 6, 9.
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Figure 20. Positions of the arm slits (red color) on the garments with the tunic-cut from the 2.2. group

(drawing: Tatjana Vuleta)

Further development of the basic tunic-cut (fig.
12a) resulted, as we have already pointed out, in
the creation of a European cut with triangular gus-
sets (fig. 12b) and an Asian one with side panels (fig.
12¢). Both cuts also affected the design of garments
with openings in the sleeve cups, dividing them into
two different subgroups.

The European cut with triangular gussets (fig.
20d) was used to shape the dresses of Armenian
princesses shown on the miniature in the Gospel of
Queen Keran, Jerusalem no. 2563, fol. 380r, from
1272.'2 Upper dresses with hanging sleeves with the
same type of arm openings are also visible on the do-
nors of Cypriot churches of the 13" century, as a mix-
ture of Middle Eastern and crusader fashion, such as
a donor’s dress in the Church of the Transfiguration
in Sotera.'®® The same dresses served on the Cypriot
frescoes as a symbol of the inhabitants of Jerusalem,
who stand behind Emperor Heraclius in the scene
of the Ascension of the Holy Cross from the Church
of the Holy Cross Agiasmati near Platanistasa, from
1494164

162 Nersessian, Miniature Painting, Vol. 2, fig. 641.

163 E. Moutafov, The Testimony of Inscriptions in Their
Iconographical and Historical Context in the Church of
the Transfiguration at Sotera (Famagusta District, Cy-
prus), in print, 10-11,fig. 9.

164 Stylianou, Stylianou, The Painted Churches of Cy-
prus, 204-205, fig. 116.
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The slightly modified European cut — with longer
triangular gussets starting under the armpits (fig. 20f)
or side gussets rounded at the hips (fig. 20e), was
adopted for Ottoman coats.!®® The ones lined with
fur and closed with caprast, called kapanige,'®® had
longer triangular gussets (fig. 20f), as seen on the
one from Topkapi Palace Museum, inv. no. 13/932,
of the second half of the 16" century.'s” As the width
of these fur-lined coats was large, the arm slits were
opened on the shoulder part of the front. The caf-
tans with rounded gussets on the hips (fig. 20e) were
tighter and had arm openings in the sleeve cup seams.
They were worn in the Balkans during the Turkish
rule as well. An exceptionally luxurious one is worn
by a Bulgarian nobleman George on a portrait in the
Bachkovo Monastery from 1643.168

165 For Ottoman coats see H, Tezcan, S. Delibas, The
Topkapi Saray Museum: Costumes, Embroideries and
other Textiles, Ed. John M. Rogers, Little, Brown and Co,
Boston 1986; Style and Status: Imperial Costumes from
Ottoman Turkey, Catalog of the exhibition Arthur M.
Sackler Galery (Smithsonian Institution) October 29 2005
— January 22 2006, London 2005.

166 Tezcan, Furs and Skins Owned by the Sultans, 73.

167 For example see G. Necipoglu, Early Modern Flo-
ral: the Agency of Ornament in Ottoman and Safavid Visual
Cultures, Histories of Ornament: From Global to Local, ed.
G. Necipoglu, A. Payne, Princeton 2016, 148, fig. 11.7.a.

168 TIpeoOpakeHckuit, Kmumopckue nopmpemol
cpednesexosoi Pycu, 35.



Figure 21. Serbian Young King Stefan Uros IV
Dusan, detail of the fresco, St. Demetrius Curch, Peé,
1322-1324 (photo: Zoran B. Jovanovic)

Caftans based on the Asian cut with side panels
worn in Asia Minor during the late Middle Ages had a
different solution for hanging sleeve openings. The arm
openings were in the seams that connected the central
panel of the front, upper side panel, and the sleeves (fig.
20b). The openings were sometimes extended along the
seams with side panels (figs. 20c, 22).!%°

Turko-Mongolian garments with hanging sleeves
significantly influenced female fashion in Bulgaria in
the first half of the 14" century. The same type of the

16 Tilke, Trachten und Kostiime aus Europa, Afrika
und Asien, 31, fig. 84.1.
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cut with arm openings in the sleeve cup seams can
be seen on the Cuman type female dresses and caf-
tans'™® with the Mongol fashion of hanging sleeves
and Cuman three-quarter length sleeves'”' that adorn
female donors of St. Marina Church'”? and St. Nich-
olas Chapel'” near Karlukovo, churches in Donja
Kamenica,'™ Staniéenje,'” Kalotino,'”® Polosko,'”’
and Zemen.!” The three-quarter sleeves are similar
to the Armenian one worn in Cilicia during the 13th
century. That shows the presence of such a fashion in
the Caucasus in the times prior to Mongol conquest
and its spread to the Near East. These openings on
the mentioned Cumano-Bulgarian female caftans are
often very long, being extended from the sleeve cup
seams along those between front and side panels, al-
most reaching the waistline. That connects the female
garments with hanging sleeves worn in Bulgaria at
the end of the 13™ and during the first half of the 14™
century with the later Ottoman ceremonial kaftans
worn from the 15" to the 19" centuries, obviously
the heirs of earlier Seljuk garments. The most luxuri-
ous kaftans of this type, made of velvet (Tur. kadife),
lampas (Tur. kemha), or taqueté (Tur. serdser), be-
longed to the Turkish sultans (fig. 22).!7

Ottoman fashion also resonated with the clothing of
the Georgian elite. Caftans of the same cut with open-
ings in the caps of the sleeves are worn by King Leon
of Kakheti and his son Alexander on the 16"-century
donor’s portraits in the Nekresi Monastery.'s

The same place of the openings for arms can be
found on Romanian and Hungarian upper garments
worn from the 15™ century also under the Turk-

170 For Cuman female garments see C. A. Ilneruéra,
Inoseyxue kamennvle uzgasnus, Mocksa 1974, 49-52.

L For examples see ibid., 51, 195, ta6. 79, inv. no.
1287, 1288; 198, Tab. 82, inv. no. 1303.

172 J1. MaBpoauHoBa, Ckannume ckumoge npu Kapny-
kos60, Codus 1985, fig. 15.

173 Idem, Cmennama scusonuc ¢ Bvacapus oo kpas na
X1V sex, Codus 1995, fig. 60.

174 D. Panayotova, Les portraits des donateurs de Dol-
na Kamenica, Zbornik radova Vizantoloskog instituta, 12,
1979, 143-156, fig. 5.

175 B. IsetxoBuh, Kmumopcku nopmpemu, llpksa Cse-
tor Hukone y Crannuewy, ed. M. ITonosuh, C. I'aGenuh,
b. Iisetrxosuh, b. [Tommosuh, beorpan 2005, figs. 37-41.

176 MasponunoBa, Cmennama scusonuc 6 bvieapus,
fig. 121.

77U, Bophesuh, 3uono cruxapcmeo cpncke eracmene,
beorpan 1994, 147-150, fig. 11.

'8 Ibid., 167-170, fig. 19.

17 N. Atasoy, W. B. Denny, L. W. Mackie, H. Tezcan,
Ipek, Istambul 2001, 16.

180 Available at https://en.wikipedia.org/wiki/Nekresi#/
media/File:Leon & Tinatin. Nekresi_fresco.jpg (ac-
cessed on 24/01/2020).



Figure 22. Turkish court kaftan, Topkapi Palace Museum, 17th—18th century (drawing: Max Tilke)

ish influence. The kaftan of Duke Neagoe Basar-
ab'¥! was made at the beginning of the 16™ century
from precious blue Italian velvet interspersed with
gold-woven serpentines and lotus motifs. The open-
ings were left in the seam of the caps of overlong
narrow sleeves. Caftans with such openings can also
be found in Bulgaria during the Turkish rule, like the
one worn by Voivode Radivoi on the donor fresco in
Kremikovtsi Monastery, from 1493.!82

Slits made by opening of the sleeve cup seams
on this type of the cut were not always functional
enough. On female klaseniks from the Debar region
in North Macedonia from the late 19" century,'®?
the arm openings, also made in the seam between
the front panel and the sleeves, were widened into
a teardrop shape. This shape follows the anatomy of

181 Available at http://clasate.cimec.ro/detaliu.asp?k=-
FA90476D9A4E4BB5BFBCA83A0C50AAT11, (accessed
on 30/01/2020). The same caftans are represented on the
portraits of Vlach and Moldavian rulers from the second
half of the 15th century — C. Nicolescu, Istoria costumului
de curte in Tarile Romane, secolele XIV- XVIII, Bucarest
1970, 128-141; Turnau, History of Dress in Central and
Eastern Europe, 42.

182 K. Tlackanera, [Jopxeama ,,Cs. T'eopeu ¢ Kpe-
muxoeckuss manacmup;, K. Xamxues, Owe sednvoic 3a 0a-
mupoekama Ha Kpemuxosckus naonuc, Apxeonorus, 1-2,
2000, 66-70; Ilpeobpaxenckuit, Kmumopckue nopm-
pemuvl cpedHnesexosou Pycu, 234.

183 Gervers, The Influence of Ottoman Turkish Textiles,
94, fig. 11.

432

d-

Figure 23. The pattern of the garments based on
the animal-skin cut and the places of the arm slits
(red color) (drawing: Tatjana Vuleta)

the arm, armpits, and female breasts and allows the
arm to be removed from the garment without addi-
tional creasing of the front surface. This enables bet-
ter functioning of the limbs and makes the garment,
which is very tight in the upper part, more comforta-
ble and functional.

Garments with arm openings in the sleeve cup
were shaped based on the animal-skin cut (fig. 9c¢)
as well. This group includes the male civil caftans
worn in the Balkans and Eastern Europe, whose cut
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Figure 24. Positions of the arm slits (red color) on the garments with hanging sleeves based on the felt-cut

(drawing: Tatjana Vuleta)

was created on the cut of Ottoman military dolamas
(fig. 23a). That kind of caftan is worn by Serbian no-
bleman Manojlo on his portrait in Krepi¢evac, from
the second half of the 15 or the beginning of the 16™
century.'®* Although the cut of his caftan is of Turk-
ish origin, the overlong hanging sleeves are fastened
to the belt, according to the Byzantine custom. On
the preserved Hungarian children’s so-called Miklos
Olah’s mente from the second half of the 16" centu-
ry,!8 made of costly Turkish kemha, the openings for
arms show a new variation of cut. Instead of the one
made in the sleeve cup seam, they are cut parallel to
it on the front of the caftan, at the root of the arm (fig.
23b), obviously to adapt to the child’s body shape.
The same type of caftan, only much longer, belonged
to the son of Voivode Radivoi represented on the do-
nor fresco in Kremikovtsi Monastery, from 1493.1%

The third pattern type of garments with slits in the
sleeve cups or on the front near the shoulders is based
on the felt-cut (fig. 9¢). It can be traced in the nomad-
ic cultures of the Eurasian steppes in which life on
horseback also required the liberation of the whole
arm from the uncomfortable sleeve. The place of the
arm slits on these caftans also depended on their pat-
tern and the width of the material used (fig. 24).'8

184 B. Kuexxesuh, /Jee meme uz manacmupa Kpenuuesya
— Kmumopcxu nopmpemu u Ipuua o unoeopy, 360pHuk Ma-
THIIE CPIICKE 3a JIMKOBHE yMeTHOCTH, 3233, 2003, 153, 154.

185 Turnau, History of Dress in Central and Eastern Eu-
rope, 17. For the cut of that caftan see https://sites.goog-
le. com/site/hagyomanyesmultidezo/nyilvanos/katalogus/
xvi-szazad/ferfi-viseletek/koeznapi-viselet/felsoruha/
mentek/mente-magyarorszag (accessed on 28/01/2020).
Today, the mente is kept in the Museum of Applied Art
in Budapest. For the Hungarian mente see Gervers, The
Influence of Ottoman Turkish Textiles, 15.

186 XamkueB, Owe 6eonvic 30 O0aAMUPOSKAMa HA
Kpemukosckus naonuc, 66—70; IIpeodpaxkenckuii, Kmu-
mopckue nopmpemsi cpeonesekosoli Pycu, 234,

187 On the classification of Asian garments according to
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The basis of such a cut was the central panel from
which the back and the front side of the garment were
formed, without a shoulder seam. The sleeves were
attached to the central panel, creating a “bat” shape,
and it was in that seam that arm openings were left
(figs. 24a, 24b).

The oldest preserved examples of garments from
this group can be found on Mongol and Uighur caf-
tans from the 10™ and 11™ centuries.'® The preserved
Mongol terlig from the 11" century'® confirms that
such caftans, thanks to the pattern with the central
panel 55-60 cm wide, had slits for the arms in the

189

the width of the material used see B. JI. Corues, 43 ucmopuu
naeyesou 00exHcobl HAPOO08 YEHMPAIbHOU U 60CMOYHOU
Asuu (k npooneme kraccugpuxayuu), CoBeTCKast 3STHOrpadus,
3, 1977, 32-46; Opdunckas, Tpu ucmounuxa, 76-92. Two
widths of medieval fabrics were determined: 22-23 cm
and 55-60 cm (idem, AHanu3 Kposi MyCKHX KadTaHOB U
JkeHCckuX riarkeB anaH CesepHoro Kaekasa, 176). For the
patterns of such garments see idem, Tpu ucmounuxa, fig. 5.

138 For the earliest preserved examples of Mongol garments
with hanging sleeves (the 10" and 11* centuries) see XpuryHos,
Ooedicoa ¢ omxudvisaiowumucs pykasamu, 86, fig. 6. Unfortu-
nately, the nomadic way of life of the Turkic, Iranian and Mongol
tribes of Central Asia did not leave many traces of their material
culture from which it would be possible to trace the detailed his-
torical development of their garments with hanging sleeves, their
appearance and directions of territorial expansion. Hripunov is
of the opinion that the slits on the sleeves reached the Mongol
and Turkic costume through the Arabs. Mihail Gorelik, dealing
with the same topic, believes that the hanging sleeves arrived
in Central Asia via the Silk Road — M. B. Topemuk, Kocmiom
3010mMOopObIHYa U3 nogpebnus y xymopa Topmocun (npobinema
MOH2OMCKOU  HePACHAUHOU 00eXHCobl U OpYUX eMEHMO8
xocmioma), bareip. TpanuimoHHas BoeHHas KynsTypa EBpasum,
2, 2011, 63. It is quite certain that the Mongol and Turkic cos-
tume had narrow, overlong sleeves from the earliest times. With
the restraining shape of the sleeves, there had to be a solution in
the appearence of slits for pulling out the arms, which did not
have to be someone else’s, adopted idea.

139 Xpumynos, OQdedxcoa ¢ omKUObIBAIOWUMUCS PYKA-
eamu, fig. 60.
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Figure 25. Mongol silk deel, Central Asia, 13th—14th centuries (photo © Christie’s Images Ltd 2011)

seams of the sleeve cups (fig. 24a).'”° By mixing the
Turkic contingent into the ranks of the Mongol army
during the period of the great invasion from the be-
ginning of the 13" century, another cut of the caftan —
deel,"®! was adopted, which also got slits in the sleeve
cup seams (figs. 24b, 25)."> Becoming a symbol of
a large community of peoples united under the aus-
pices of the mighty Mongol Empire, terlig and deel
represented the official attire worn throughout Asia
during the 13" and 14" centuries. If the terlig or deel
were cut from two parallel central panels 55-60 cm
wide, the sleeve cup seams were much lower than
the shoulders. As the use of weapons on the horse re-
quired the freedom of the whole arm, they were given
vertical slits in the shoulder areas of the front panels
(fig. 24c).

Mongol official caftans did not only influence the
way of clothing in Asia. With the Mongol domination
in Bulgaria and the settlement of the Cumans from
the Golden Horde in Hungary, Bulgaria and Serbia
in the second half of the 13" and the beginning of
the 14" century, the Turko-Mongol deel/ with hanging

1% For cut of Mongol caftans see H. H. Hansen, Mon-
gol Costumes, London 1993, 33, 36, 42, 46, 49, 56.

Bl Caftans of the deel type can be found on Uighur
art objects (XpurryHoB, Oodexcoa ¢ OmKUObIBAIOUWUMUCS
pykasamu, fig. 68) and among the preserved Seljuk gar-
ments from the 11th century (Bynera, Cmpanu eremenmu,
I meo, 227, fig. 4). Unlike the Uighurs, it seems that the
Seljuk caftans did not have hanging sleeves in this period.

192 Ibid., 225-229.
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sleeves (figs. 24b, 24c) arrived in those territories,
as evidenced by the donors’ attire of Stanicenje and
Karan (fig. 1b) churches."”® However, such caftans
did not become a part of the general manner of male
clothing in the Balkans but remained the official mark
of the members of the oriental military mercenaries
who were in the service of the local rulers as well as
Cuman migrants who settled throughout the Balkan
lands moving from the Golden Horde.

By marking the tribes and peoples of the Golden
Horde, the Mongol court fashion influenced the ap-
pearance of hanging sleeves on local caftans, which
were also shaped on the felt-cut basis from two par-
allel front panels 55-60 cm wide, with a central clo-
sure. As the sleeve cup seams on such caftans were
also much lower than the shoulders, the vertical arm
slits were cut in the shoulder areas of the front panels.
Such a solution can be seen on the beshmet from the
Juhta necropolis (fig. 26¢)'** and on a shorter garment
from Verb’s Log VIIL.'® The same pattern type be-
longs to the caftans of the Georgian elite from the
13" and 14" centuries — Princess Nateli, wife of the
Odishi eristav Shergil Dadiani, painted in the Dadiani
chapel of the Khobi Cathedral'*® and the son of Sar-
gis [ Jageli, amabagi of Samha, represented in a por-

193 Ibid., 223-242.

194 7. Dode, Juhta Burial. Chinese Fabrics of the Mongol
Period in North Caucasus, CIETA Bulletin, 82, 2005, 86.

195 XpunyuoB, QOdedxcoa ¢ OMKUOBIBAIOWUMUCS
pykasamu, 90, fig. 4.

19 G. Kalandia, mq0dol bag3ol3m3mbemgdo, Tbilisi 2004.



Figure 26. Garments shaped on the felt-cut with arm slits on the front panels a. Son of Sargis I Jageli,
amabagi of Samha, detail of the fresco, Zarzma Monastery, Georgia (photo: Tatjana Vuleta) b. The Return of
the Magi to Babylon, detail of the fresco, Marko's Monastery, North Macedonia, 1376/1377 (photo: Zoran B.
Jovanovic) c. The pattern of the beshmet from the Juhta cemetery, after the drawing of Zvezdana Dode (draw-

ing: Tatjana Vuleta)

trait from the Zarzma Monastery (fig. 26a)."” It can
be also seen on the caftan of the Trebizond emperor
Manuel I Komnenos on a portrait from St. Sophia
in Trebizond from the middle of the 13™ century.'®
Turkic garments with hanging sleeves and the central
closure also influenced the appearance of the fur coat
colled suba worn among Slavic peoples (fig. 26b).

The earliest mention of the suba is found in Rus-
sia, in the Suzdal gramata of Archbishop Dionysius
from 1382.!° The etymology of the term indicates that
the word was taken from the Altaic-Mongolian base
¢uba, meaning cloak, upper garment, coat,”® which
once again reveals clothing influences that arrived
among Slavs with the Golden Horde. The same name
and the same cut of Suba as a fur coat, therefore, ex-
isted in all the peoples of Eastern and South-eastern
Europe who had contact with the powerful Mongol

97 Photo available at el.wikipedia.org/wiki/
Movaotpt_tov_Zdaplpo#/media/Apyeio:Zarzma monas-
tery_(22). jpg.

198 A. Eastmond, Art and Identity in Thirteenth-Century
Byzantium: Hagia Sophia and the Empire of Trebizond,
Aldershot 2004, 139-142.

199 M. ®dacmep, Dmumono2uueckuil cro8apb pyccko2o
szwika, Vol. IV, Mocksa 1987, 482.

2008, Starostin, A. Dybo, O. Mudrak, Etymological
Dictionary of Altaic Languages, Leiden—Boston 2003,
443444,
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empire. The caftan represented on one of the eastern
magi from the scene The Return of the Magi to Baby-
lon, part of the cycle of the Akathist to the Mother of
God from Marko’s Monastery of 1376/1377*" (fig.
26b), testifies to the origin, but also to the appearance
of the suba worn in that region during the 13" and
14" centuries. It was a slightly bell-shaped coat that
reached the middle of the calves, with narrow over-
long sleeves whose ends were tied or buttoned in the
middle of the back, according to the Turko-Mongo-
lian custom of the time.?*?

2.3. Garments with Slits on the Sleeves

The not-so-narrow but extremely long sleeves
got functional slits for pulling the arms or hands out
as well. That made them hang from the shoulders or
arms.

In ancient times in China, adopted under the influ-

ence of Confucian teachings, overlong sleeves were
a symbol of modesty and inconspicuousness.’”® Over

201 M. Tomuh DBypuh, Hoejue ochoge memamckoz
npoepama yprkee Ceemoe [umumpuja y Maprosom
manacmupy, (unpublished doctoral dissertation, Belgrade
University, Faculty of Philosophy), Beorpax 2017, 493,
figs. 394, 394a, 3946.

202 Bynera, Cmpanu enemenmu, I 0eo, 228, fig. 5.

203 The custom of wearing overlong sleeves in China
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Figure 27. Mihran Sitad s choice of the noblest bride, detail of the miniature, The Great Mongolian Shahna-

ma, Tabriz, 1317-1335, Museum of Fine Arts, Boston (photo © Museum of Fine Arts, Boston)

time, in China, but also throughout Asia, and in the
late Middle Ages in Europe, they became a sign of
an elite whose social position allowed life without
physical work and the use of hands, thus bearing the
meaning of a status symbol.2%

In Chinese, Korean and Uighur courts, the cus-
tom of connecting overlong sleeves on the abdomen
by tucking the hands in — the left hand in the right
sleeve and the right in the left, was adopted. That was
reserved for the highest dignitaries. This custom has
spread throughout Asia over time (fig. 27). Under
the influence of the Arabic costume, the same cus-
tom was introduced in Italy in the 14" century (fig.
28).2% Such symbolism of overlong sleeves served
the Persian artist to evoke the sophistication, but also
to mark the gradation of the nobility of Chinese prin-
cesses, while illustrating the story of Mihran Sitad’s
choice of the noblest bride on a miniature in the Great

dates back to the end of the 3rd century BC, from the time
of the Han dynasty — Zang Yingchun, Chinese Traditional
Costumes and Ornaments, Beijing 2003, 35, 37.

204 Qverlong sleeves, folded along the arms, can be
seen in the Parthian lords and rulers during the 3™ and 2™
centuries BC — Ghirshman, Persian Art, 26-27, pls. 34,
36. The overlong sleeves covering the hands can be seen,
for example, in court scenes from the 12th-century Persian
mold for a vessel, today at the Museum of Asian Art in
San Francisco, No. B60P2142 (Court and Cosmos: The
Great Age of the Seljugs, ed. S. R. Canby, D. Beyazit, M.
Rugiadi, A. S. C. Peacock, New York 2016, 165, fig. 69).

205 For example, see two young men painted in the fore-
ground of Masolino’s The Resurrection of Tabitha, from
1425-1428, Herald, Renaissance Dress, 60.
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Mongolian Shahnama illuminated during the fourth
decade of the 14" century in Tabriz (fig. 27).° Four
princesses hold a cup of tea in one hand while the
other is dignifiedly covered with a sleeve. However,
both hands of the noblest among them — the queen’s
daughter, are entirely hidden in the joined sleeves.
Mihran, therefore, could not make a wrong choice.

According to the testimony of Orderic Vitalis, the
overlong sleeves on overlong dresses arrived in Nor-
mandy and England through Sicily at the end of the
11" century.””” Arab court costume brought them to
Spain in the same period.?*® Overlong sleeves marked
the European bliaut during the first half of the 12%
century.””

Apart from signifying social status, garments
with overlong sleeves also had other roles. In an-
cient Persian courts, dignitaries, in the presence of
the ruler, had to pull on overlong sleeves sewn at the
hem to prevent any aggression against the ruler.2! On
overlong sleeves pulled over the hands, the courtier
could humbly receive (or hand over) a gift or some
important object from his superior or from the ruler
himself, which was not allowed, desirable, or polite
to touch with bare fingers.?!! For the same reasons,

26 The Legacy of Genghis Khan, 64,258, fig. 192, cat.
no. 61.

27 Ordericus Vitalis, The Ecclesiastical History of
England and Normandy, Vol. 1V, tr. T. Forester, London
1856, 283.

208 Evans, Dress in Mediaeval France, 4.

2 Ibid., 6-8.

210 Knauer, 4 Quest for the Persian Riding-Coats, 9.

21 One of the most touching examples are the sleeves



Figure 28. Ivory box, detail, Northern Italy, the end of the 14th c

Florence (photo: Tatjana Vuleta)

the court servants in front of the rulers wore gowns
with overlong sleeves covering their hands.?!? Over-
long sleeves, often made of transparent fabrics, were
a mark of dancers from China to Byzantium, giving
to the dance movements additional femininity and
seduction.?”® In visual sources, there are many situ-
ations in which overlong sleeves got an additional,
very practical purpose. Thus, with the sleeves pulled
over their hands, the unfortunate ladies wiped their
tears after sending their loved ones to a military cam-

pulled over hands with which the righteous Joachim holds
the little Virgin Mary on the fresco from the Church of
the Assumption of the Virgin in Dirbi, Shida-Kartli, from
1340-1370 (1. B. benenxuii, C. B. Cepanoa, @pecku
Tupcrkoco monacmuipsi. I pyzunckas pocnucs 6mopou
nonosunst X1V eexa, Poccus — I'py3ust: [luanor xyneryp,
CoOopnuk ctareil mo matepuanam konpeperuu 2013 roma
U HaydHbIX yTeHuid 2014 ronma, MOCBSIEHHBIX MaMSITH
Hasuna WUneuua Apcenumsminu, Mocksa 2015, 216, fig.
XXXI).

212 S, Blair, Tabriz: International Enterpdt under the
Mongols, Politics, Patronage and the Transmission of
Knowledge in 13"—14" Century Tabriz, ed. J. Pfeiffer, Lei-
den—Boston 2014, 327, 328, fig. 3.

213 One of the most interesting examples is the dress of
a dancer depicted in a miniature of Herod’s Feast from the
manuscript of Luke the Cypriot’s Gospel lectionary, Wal-
ters Ms. W.535, fol.159r, completed in Russia 1594—1596,
available at http://www.thedigitalwalters.org/Data/Wal-
tersManuscripts/W535/data/W.535/sap/W535 000319 _
sap.jpg (accessed on 23/02/2020).
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entury, inv. no. 184, Bargello Museum,

paign or battle.?'* Pulled over the hands on which the
head was then gently laid, they contributed to a more
comfortable and warmer sleep.?’® Like a pocket or
purse, in overlong sleeves at the ends tied in a knot,
gathered by ribbons, or even sewn together, a hand-
kerchief, coins,?'® or food could be worn.?!” Their de-
piction in numerous miniatures of the Middle Ages
and Renaissance paintings gave the illustrations a
breath of elegance, sophistication, sometimes a mys-
tery, exoticism, poeticism, tenderness or sensuality,
and sometimes even a dash of fine humor.?'®

214 The Legacy of Genghis Khan, 39, fig. 35.

215 Abti Muhammad al-Qasim ibn Alf ibn Muham-
mad ibn Uthman al-Harir1, Magamat al-Hariri, Baghdad
1236-1237, Bibliothéque Nationale, Paris, MS Arabe
5847, fol.66v, 103r, available at https://gallica.bnf.fr/ark:/
12148/btv1b8422962f/f1.image (accessed on 24/02/2020).

216 Garments from Pazyryk (Polosmak, Purple and
Gold, 39), or Hungarian sziir.

217 For example, in the closed sleeves of a shepherd‘s
coat worn in Srem, Serbia — Bjemaaunosuh, Hapooue
Hourve Cpba, 632.

213 In miniatures, which are the most common source
for the study of medieval Islamic costume, slits on over-
long sleeves are rarely drawn. We find them where it was
necessary to emphasize their function, most often on the
garments of warriors and hunters on horses, people who
perform some more demanding physical work, or as a sta-
tus symbol on the representations of courtiers. Also, not
all garments with overlong sleeves had arm slits. Among
the seventeen caftans found in the tombs of Antinoopolis,



The dysfunctionality of the overlong sleeves re-
quired the appearance of a slit through which it was
possible to pull out a part of the arm or just a hand
in order to do some work. In the Middle East, slits
on the sleeves had existed since the 13™ century.
Thus, the sleeves on a Seljuk-type garment in which
a spearman on a horse is dressed, shown on a met-
al box made in Jazeera or Syria during the first half
of the 13" century,?"® have short transverse slits just
above the elbows, which cut the sleeves across the
width. The same kind of a slit has been opened on the
sleeves of the camel riders represented on the minia-
ture from Al-Hariri’s Magamat, most probably made
in Persia in 1237,%2° the emir depicted on the Mamluk
metal vessel, known as the Baptistéere de St. Louis,
from the third quarter of the 13 century.??! The echo
of the same fashion could be seen on the Ottoman
court coats??? and, under that influence, in Albania, as
seen on the caftan of St. Jacob the Persian painted in
the Church of the Assumption of the Virgin in Berat,
Albania, in the 16™ century. An unusual combination
of Turko-Mongolian caftan and Middle Eastern hang-
ing sleeves with a transverse slit at the height of the
elbow trimmed with decorative bands can be found
in the portrait of the Seljuk vassal Basil Giagoupes
from St. George church in Belisirma, Cappadocia, of
the 1280s,22® which is a clear testimony to the mix-
ing of different cultures and traditions in Asia Minor
exposed to frequent foreign conquests and different
cultural influences.

Female woolen dresses that were worn in Kash-
mir until the 20" century®* also had transverse slits
on the narrow, overlong sleeves at the height of the
wrist, through which only the hands were pulled, as a
reflection of practicality, but also of female modesty.
Showing bare arms or shirt sleeves in that communi-
ty did not fit the social status of women. The overlong
sleeves of female caftans in Persia from the 17%-18™
centuries had the transverse slits in the same place.”?

only one had arm slits — Knauer, A Quest for the Persian
Riding-Coats, 7.

29 Court and Cosmos, 265, 267, cat. no. 168c.

220 Abtt Muhammad al-Qasim, Magamat, fol. 41r, avail-
able at https:/gallica.bnf.fr/ark:/12148/btv1b84229621f/
f93.image. For more examples see XpumyHoB, Oodedxcoa ¢
omxuovlearowumucs pykaeamu, fig. 13.

21 Knauer, 4 Quest for the Persian Riding-Coats, 16-17.

222 For the 16" and 17" centuries examples see Tezcan,
Delibas, The Topkapi Saray Museum, cat. nos. 18, 35.

223 N, Karamaouna, N. Peker, B. Tolga Uyar, Female
Donors in Thirteenth-Century Wall Paintings in Cappado-
cia: An Overview, Female Founders in Byzantium and Be-
yond, ed. L. Theis, M. Mullett, M. Griinbart, Wien—KoIln—
Weimar 2011-2012, 239-240, fig. 8.

224 Tilke, Trachten und Kostiime aus Europa, Afrika
und Asien, p. 36, pl. 109.1.
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K i . :
Figure 29. Wine Drinking in a Spring Garden, de-
tail of the miniature, Persia, ca. 1430, Metropolitan
Museum of Art, New York (photo © Metropolitan Mu-
seum of Art, New York)

During the 14" century, the slits on the sleeves
lengthened and became longitudinal, following the
length of the sleeve. They existed on the overlong
sleeves of the Caucasian caftans. The long sleeves of
the caftan found in one of the tombs of the necropolis
near Belorechensk from the 14"-15" century??® had
slits on the upper part of the sleeves, from the shoul-
der to the elbow. The slits are closed with four rows
of ¢aprast. Until the 18" century, the inner side of the
sleeves of female caftans from the Caucasus could
have shorter longitudinal slits at elbow height.?*” Fe-

25 Scarce, Women's Costume of the Near and Middle
East, pl. 110.

26 T. 1. PaBnonukac, Quepku no uCmopuu 00eicobl
Hacenenus cegepo-zanaonozo Kaekasza (V 6. 0o H. 3. —
xoney XVII a.), Jleaunrpan 1990, fig. 19.

27 E. H. Cryzeneukast, Odexcoa Hapooos CegepHoo
Kaskaza XVIII—XX s, Mocksa 1989, 48—49, fig. 5.



Figure 30. The Queen of Sheba Adores the Holy Wood, detail of the
fresco, Piero della Francesca, ca. 1452—1466 (photo: Tatjana Vuleta)

male caftans in Timurid Persia also had longer longi-
tudinal incisions at elbow height — as were the ones
on the caftan of the lady shown in the miniature Wine
Drinking in a Spring Garden, most probably made in
Tabriz around 1430 (fig. 29).2%#

Under the influence of Asian fashion, slits on
hanging sleeves in Europe have been found since the
13" century.”” A robe with such sleeves — herigaut,
was first mentioned by Jean de Joinville. During his
stay in Accra in 1249, forty knights from Champagne,
who were exchanged as prisoners of war, changed
into green cottes and herigauts.”*® The herigaut was
opened along the entire front. The sleeves were often
pleated or folded at the top to get more width. On

228 Today in the Metropolitan Museum of Art in New
York, available at https:/www.metmuseum.org/toah/
works-of-art/57.51.24/ (accessed on 03/03/2020).

229 Knauer, 4 Quest for the Persian Riding-Coats, 18.

230 Evans, Dress in Mediaeval France, 19.
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the upper part of the sleeves, longer
vertical slits were opened for pulling
the arms out. The same version of
the cut, only in the form of a dress
pulled over the head, had the gard-
corp (Fr. gardecors).”' Its central
front slit reached only to the groin,
like a surcote, and full sleeves were
partially open with long longitudi-
nal slits. Both garments were winter
coats and were mostly worn as travel
clothes.

In 1359, the houppelande was
mentioned for the first time in writ-
ten sources.”? It could be long or
short (Fr. haincelin), buttoned up to
the waist, and one of the sleeve var-
iants, especially from the 15" centu-
ry, had a wider tubular shape that fell
at least to the knees, but often even
longer. Such sleeves had long lon-
gitudinal slits. The entire garment,
along with the sleeves, was either
lined or trimmed with fur. It was in
vogue in France until about 1425.2%

Italy had its own versions of the
houppelande. The female cioppa,
called pellanda or opelanda in the
north,”* took over Turkish open
sleeves — ¢epken, in Italy called man-
iche aperte, which were also some-
times buttoned at the wrists (fig. 30).

The male variant of the same gar-
ment — zimarra,” had richly-pleated
sleeves, which could be entirely or
only partially opened. The slits were long and longi-
tudinal. Sometimes such sleeves were gathered at the
hem like a balloon — maniche a gozzo.**¢

The Italian fashion of such garments influenced
the way of clothing in Eastern European and Balkan
courts in the first half of the 15" century. The funer-
al zimarra of Bohemian Duke John of Goérlitz (Jan
Zhotelecky) from around 1369,27 made of Italian

B1Ibid., 19-20, 78.

32 Ibid., 34, 53-54.

23 F. Boucher, 4 History of Costume in the West, Lon-
don — New York 1987, 195, figs. , 348, 353-355, 373,
390-392.

234 Herald, Renaissance Dress, 4950, 57, 214-215.

235 Gallo, Sacred Vestments, 19, 22.

26 For example, see zimarras with maniche a gozzo of
two kings represented on Domenico Veneziano’s painting
The Adoration of the Magi, c. 1440 (Herald, Renaissance
Dress, 107, 115).

27M. Bravermanova, Pohriebni odévJana Zhoreleckého



velvet, is the earliest preserved example
of that new cut of upper garments. Sewn
from precious Venetian velutti and ve-
lutatti,™® the cioppas and zimarras also
adorn members of the Serbian Brank-
ovi¢ ruling family represented on the
Esphigmenou Charter from 1429.2 The
zimarra of the Hungarian king Louis 11
Jagiellon, from 1522,2*° is made of fine
Florentine /ampas silk and, according to
his ruling rank, falls to the ankles, while
the back extends into the long trail. The
sleeves, as long as the front, are open
along their entire length. In a posthu-
mous portrait painted at the bottom of
the icon of Saint Johan Prodromos from
the Panagia Amasgou Monastery in
Monagri, of 1529, a Cypriot Kyriakos
Kazartou also wears a fur-lined zimarra
with overlong tubular sleeves that each
has a long vertical slit.

A similar Italian garment, not opened
at the front and shorter in length, called
a giubbone or giubberello,*** could also
have overlong wide sleeves with short
or long longitudinal slits (fig. 31).

The German and Flemish versions
of the houppelande got the name Tap-
pert?® During the 15" century, the
name was changed into the Schaube®*
after the aforementioned suba worn in
Eastern Europe. A later version of the
same garment was called the Gestal-
trock?” These were heavier winter
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Figure 31. Polyptych of Sant Elena, detail of the icon, Michele di
Mateo, ca. 1435, Gallerie dell’Accademia, Venice (photo: Tatjana

Vuleta)
coats lined with fur. Their wide sleeves had longer

vertical slits.

At the beginning of the 15" century in Germany,
z kralovské hrobky v katedrale sv. Vita na Prazském hrade, female dresses with bell-shaped sleeves appeared.
Arheologia Historica, 31(6), 2005, 403-412. The sleeves were opened from the elbow downwards

238 _ 11" .
T. Bynera, Tp 2,2024 Jap O?)Hoz nec””’g Hffﬁa‘ and fell almost to the ground. Such fashion spread
nuane mrapne y Lpowji cpectvee erd, LAOMIITCRA, 1 Bohemia as well.?* The same type of sleeve

45,2013, 157-159.
) s ;247
239 7. IIBI/Ih, B. I Bypﬂh, C.h pKOBI/Ih, Ecdhuzmencra adOI‘ned both the male Cote-hardl and dOubletS

nosema decnoma Bypha, Beorpan 1989, 9, 24-29. (Fr. gipon).>*® From the second half of the 15" centu-

24 Turnau, History of Dress in Central and Eastern Eu- 1Y other garments with hanging sleeves appeared in
rope, 17. Today, the zimarra is in the Hungarian Nation- Europe. In France, such sleeves first adorned clothes
al Museum in Budapest, available at https://mnm.hu/en/ ~ worn in the house and the garden, with a full and
exhibitions/history-hungary-foundation-state-1990-mid- ~ comfortable cut, also trimmed or lined with fur.>*

dle-ages/ages-matthias-hunyadi-second-half-15th ~ (ac-  Fully-opened sleeves dominated female dresses in
cessed on 28.01.2020).
241 S. Sophocleous, Icons of Cyprus, 7"—20" Centu-

ry, Nicosia 1994, 101, 183, fig. 49. 26 E. Wagner, Z. Drobn4, J. Durdik, Medieval Cos-
*2 Tilke, Costume Patterns and Designs, 46, pl.  tume, Armour and Weapons, Mineola NY 2000, pl. 7.
119.18-21. 27 Ibid., pl. 28; Tilke, Costume Patterns and Designs,
243 Kohler, A History of Costume, 185—-186. 47. pls. 120.19, 120.21.
244 Ibid., 247-249; M. Bringemeier, Priester- und Ge- 248 Wagner, Drobna, Durdik, Medieval Costume, Ar-
lehrtenkleidung, Miinster 1974, 44-56. mour and Weapons, pl. 45.
245 Kohler, A History of Costume, 258-259. 29 Evans, Dress in Mediaeval France, 63, pls. 62, 63.
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Figure 32. Scythian goddess, detail of the gold
plate, Nosaki kurgan, 4th century BC, Museum of
Historical Treasures of Ukraine, Kiev (photo © Mu-
seum of Historical Treasures of Ukraine, Kiev)

the 16" and 17" centuries, from Italy to England.?°
In the same period in Europe, open sleeves, or those
with longer longitudinal slits, adorned the male dou-
blet the pourpoint, and coats — the collet and the
casaque.”' With the settlement of America in the 16"
and the 17" centuries, Europeans brought such gar-
ments to the “new continent”.

The slits on the sleeves also varied in length, from
quite short, just enough to pull the arm through, to the
sleeves that were cut along the entire length, which
turned such a garment into a kind of vest or cape. In
Persia (fig. 29), Caucasus, Romania, Bulgaria, and
Serbia, during the late Middle Ages, such slits were
fastened with buttons®? or ¢caprast.?> The Turkish ¢ep-

20 Boucher, 4 History of Costume in the West, figs.
473, 489, 498, 505, 508, 527, 546, 549, 550.

51 Ibid., p.254, figs. 555-560.

22 The dress found in the necropolis in Juhta has one
button with a loop on each slit — Dode, Juhta Burial, 86.
The slits in the seam that connects the sleeve with the front
on the caftans of the nobles in Krepicevci are closed with
a larger number of buttons and loops — Kuexesuh, /Jse
meme u3 manacmupa Kpenuuesya, 153, 154. The same
has the preserved caftan of the Wallachian Voivode Neag-
oe Basarab from the beginning of the 15th century, today
in the Museum of National Art of Romania in Bucharest
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ken also had buttons on the ends so that the sleeves
could be buttoned around the wrists (figs. 15, 18). The
Italian and European completely open sleeves took
over the same. On the open sleeves of the Persian fe-
male jackets from the 19" century, the buttons could be
closed at the height of the elbow, which left the lower
half of the sleeves hanging freely.?**

3. Garments with Sleeves with Hanging Extensions

On the gold plates from Nosaki kurgan near Balki
and Chertomlyk from the 4" century BC,?** a Scyth-
ian goddess is represented seated on the throne, clad
in a caftan whose short sleeves extend into long open
oval panels that fall freely from the elbows (fig. 32).
It is the oldest surviving example of sleeves with pen-
dant extensions. The Scythian fashion of such caf-
tans must have had an echo on the clothing of the
people of the Caucasus, but, unfortunately, there is
no evidence about its spread and development until
the 17" century. The same shape of the sleeves with
hanging extensions adorn Georgian female garments
on engravings from the first half of the 17" centu-
ry.?® During the 18" and 19" centuries, the sleeves
of Georgian female caftans, at different lengths, had
square or oval extensions, richly decorated with em-
broidery, and sometimes with cuffs, which covered
the hands, and sometimes fell almost to the ground.?’

A similar effect was achieved by total or partial
opening of the sleeves of Azerbaijani female ¢epken
and arxaliq.*® The fully-opened sleeves of the ¢cep-
ken have teardrop-shaped hanging extensions that
covered the hands. The lower halves of the arxalig’s
sleeves are opened, narrowed, rounded, and hemmed
with decorative bands. From the 18" century, the same
sleeve variation appeared on Turkish female anteri.
The opened lower part of anteri sleeves revealed the
wide fluttering sleeves of the gomlek shirt.>** In time,
the gomlek got the same type of partially-opened
sleeves. The edges of such sleeves were decorated
with lace.?® During the 18" century, the opened parts

— available at http: //clasate.cimec.ro/detaliu.asp?k= FA-
90476D9A4E4BB5SBFBCA83A0C50AA1l (accessed on
30/01/2020).

233 Papmonukac, Quepku no ucmopuu 00edxcowt, fig. 19.

234 Scarce, Women's Costume of the Near and Middle
East, pl. 116.

235 Gold aus Kiev, p. 170, Kat.-Nr. 46; Yatsenko, Early
Turks, fig. 41.

236 Papnonukac, Quepku no ucmopuu ooexcowl, fig. 22

7 Ibid., 164-170, figs. 27, 28.

28 Rustambayova, Kinds of Upper Body Clothing,
33-35.

239 Scarce, Women's Costume of the Near and Middle
East, 56-57, pls. 34, 36, 39.

260 Ibid., pls. 45, 46.



of the sleeves were gained in length. The same type
of sleeves appeared on the male dolama.*!

European fashion testifies that sleeves with long
pendant tong-like extensions of Scythian female caf-
tans underwent an evolution of the cut during the
Middle Ages (fig. 1c). Male and female surcote from
the 13™ and 14™ centuries often had sleeves with oval
extensions that, during the 14" century developed
into the longer strip-like tippets (or tappets, tapets,
tippits, typeitis, Fr. coudieres, poignets, It. manicot-
toli), hanging from short sleeves of the cotehardie.***
The European fashion of such sleeves that came with
Normans also nurtured different lengths of the tippets
— from one inch long to those that fell to the ground,
oval or square in shape.?®® Chroniclers from the be-
ginning of the 15" century despised such fashion,
believing that sleeves with tippets gave the human
body a demonic and beastly appearance.?** The exact
cut of such sleeves can be seen in the preserved tomb
dress of Queen Anna Henrietta of Bavaria, the sec-
ond wife of Emperor Charles IV, who died in 1353.%¢
The sleeves with tippets entered both female and
male fashion in Bohemia during the mid-14" century.
The Bohemian tippets were usually square, like long
strips which sometimes fell directly from the shoul-
ders.?® Sleeves with tippets can also be found in fres-
coes and miniatures of the 14"-century Hungary (fig.
33).2¢7 The same type of extensions, oval in shape and
up to the wrists, lined with fur, adorned the sleeves of
court garments of the Serbian elite during the middle
of the 14™ century.

261 For examples see Jean Brindesi, Osmanli Ki-
yafetler, 17,27, 53, 57.

262 R, Netherton, The Tippet, Accessory after the Fact,
Medieval Clothing and Textiles, ed. R. Netherton, G. R.
Owen-Crocker, Woodbridge 2006, 115-121.

263 For example, the sleeves of Joan de Ingham’s dress
from her posthumous portrait in the Trinitarian Priory
Church at Ingham, c. 1346 — S. F. Badham, Beautiful Re-
mains of Antiquity’: the Medieval Monuments in the For-
mer Trinitarian Priory Church at Ingham, Norfolk, Part
1: The Lost Brasses, Church Monuments, 21, 2007, 14,
figs. 5, 7-33; for many other examples see Netherton, The
Tippet, 115-121.

264 The Brut or Chronicles of England, Early English
Text Society o.s., 138, Vol. II, ed. F. W. D. Brie, London
1908, 296-297.

265 Koruna kralovstvi: Katedrala sv. Vita a Karel IV,
eds. M. Bravermanova, P. Chotébor, S. Prazského, Praha
2016, 103.

266 ‘Wagner, Drobna, Durdik, Medieval Costume, Ar-
mour and Weapons, 16, pls. 2.2,2.3,5.2, 11, 17.

267 For example, see the garment of a young man lead-
ing the horse of the first king in the Adoration of the Kings
from the Church of the Ascension of the Mother of God in
Podolinec, today’s Slovakia — K. 11k, Nyitra-vidéki falkép-
festészet a kozépkorban, Budapest 2019, 138, fig. 50.

Figure 33. Adoration of the Kings, detail of the
fresco, Church of the Ascension of the Mother of
God, Podolinec, 14th century (photo: Tatjana Vuleta)

* ok 3k

By pulling the arms out of the restraining sleeves,
the appearance of garments with hanging sleeves was,
thus, primarily useful and practical, and immediate-
ly afterwards, by covering the hands with overlong
sleeves, both of an ethical and symbolic nature. Over
time, the hanging sleeves, in various systems of the
beautiful and therefore desirable, also carried an em-
phasized aesthetic value, becoming an ornament for
themselves and often completely losing their original
function. We find a pictorial example on Macedonian
female klasenik, whose long sleeves are so narrow
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Figure 34. One of the royal costumes from the Game of Thrones, by Michele Clapton (photo.: Benjamin
Skinstad, source: Wikipedia) and a Sportmax coat, pre-fall 2019, by Grazia Malagoli (photo © Sportmax,

source: Vogue.com)

that they have turned into a kind of decorative hang-
ing ribbons.*®

As the upper, exposed clothes, the garments with
hanging sleeves have been sewn from the most luxu-
rious materials, decorated with various applications,
embroidery, and lace, often trimmed or lined with
precious fur. In the ambiguous practicality and sym-
bolism lies the secret to the long-lasting presence of
hanging sleeves in the way of dressing the people of
Asia, and in the status identity and beauty of their fall
and movement. Furthermore, the additional emphasis
on the beauty of designs and value of materials and
decorations is the secret to their entry into European
fashion from the 13™ century on.

268 Tilke, Costume Patterns and Designs, 58. More
examples of klaseniks from the collection of drawings of
Olga Benson, Ethnographic Institute of Serbian Academy
of Sience and Art, available at http://www.serbia-forum.
org/sf/olga_benson/kolekcija. The same type of garment
was worn in Bulgaria and Albania as well — Rieff Anawalt,
The Worldwide History of Dress, 106, pl. 148.
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For millennia, nurtured and worn in Asian cul-
tures, robes with hanging sleeves have, over time,
grown entangled into the visual identity of many
individual peoples, becoming part of the traditional
folk and national costume. They were still worn dur-
ing the 20" century in Georgia, Armenia, Dagestan,
Syria, Azerbaijan, Iran, as well as in Kashmir, India,
and of course, Turkey.”® The fermeli (Gk. @éppein)
is still worn by the Greek Presidential Guard,?” and
the xhamadani has been the traditional male cloth-
ing in Albania for centuries.””! Dresses with hanging
sleeves mark both the traditional costumes of Mon-

2 For examples see Tilke, Oriental Costumes, their
Designs and Colors; idem, National Costumes of Cauca-
sian People.

270 M. Lada-Mindtou, I. K. Mazarakés Ainian, D. Gan-
gade, Greek Costumes: Collection of the National Histor-
ical Museum, Athens 1993, 250; 1. Papantoniou, Greek
Dress: From Ancient Times to the Early 20" Century, Ath-
ens 2000, 220, 295.

AL Gjergji, Albanian Costumes through the Centu-
ries: Origin, Types, Evolution, Tirana 2004, 290.



tenegro and eastern Herzegovina through a male cer-
emonial upper jacket called dusanka®”? and a longer
coat dolama Ccepkenlija.*® Such robes, gradually
adopted in the Balkans from the middle of the 15%
century, were of direct Turkish origin.

The wearing of garments with hanging sleeves
did not decline even before the complete moderni-
zation of the way of dressing brought by the 20"
century. Losing the practical and symbolic side of
their existence, they were resurrected through their
aesthetic dimension. As inspiration for fashion de-
signers, they found their way into coats in the six-
ties and evening dresses during the seventies. They
mark screen heroes of modern fictional historical sa-
gas, such as those from the Game of Thrones (fig.
34a).2™ Under that influence, in the last two fashion
seasons in 2019, they have been again conquering
designers’ collections, shop windows, and pages of
fashion magazines and blogs adorning celebrities of
all kinds (fig. 34b).?” They have been part of stu-
dents’ and professors’ uniforms, like the overcoat
worn in Eton College in Windsor, a modern version
of the herigaut.”’® Having traveled a complex mul-

22 Bjenapunosuh, Hapoone nowrse Cpba, 96, fig. 145;
151, fig. 239.

73 Ibid., p.151, fig. 238; Skaljié, Turcizmi, 222-223.
Dolama was a janissary coat, often worn with ends tucked
into the belt, which is why it bears such a name. A real-
istically presented example of a dolama can be found in
Bellini’s drawing of a Turkish janissary from 1480, and an
example of the front ends tucked into the belt on a portrait
of an azamoglan, a boy from the Balkans sent as a tribute
to the Istanbul court, shown in an engraving by Nicolas
de Nicolai from 1555 — G. Calvi, Across Three Empires:
Balkan Costume in XVI Century Europe, From Traditional
Attire to Modern Dress: Modes of Identification, Modes
of Recognition in the Balkans (XVIth — XXth Centuries),
ed. C. Vintila-Ghitulescu, Cambridge 2011, 35, 36, fig. 1.

274 M. Clapton, G, Mclntyre, Game of Thrones: The
Costumes, San Rafael CA 2019.

275 The fashion season in which this article was written
— autumn/winter 2019-2020, is marked by coats, jackets,
dresses with hanging sleeves. The collections of Sportmax
and Phillip Lim stand out among the most innovative.

276 For example, see photos of the UK Prime Minister
Boris Johnson wearing such a robe as an Eton student, tak-
en by lan Sumner in 1979, available at https://www.the-
guardian.com/politics/2019/jul/21/boris-johnson-route-to-
number-10 (accessed on 25/06/2020).
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ti-millennial road, the hanging sleeves do not give
up, filling relevant pages of dress history and, along
the way, persistently erasing geographical, religious,
and national borders. Culture does not flourish within
boundaries, it is there to overcome and deny them
and multiply by that,>’” as evidenced by the garments
with hanging sleeves as part of the universal cloth-
ing and cultural heritage shaped from the beginning
of civilization until today. They teach us that there is
no closed and isolated human community that can be
creatively advanced only within itself. Cultural ex-
change, permeation, and coexistence, so clearly em-
bedded in the (hi)story of hanging sleeves, embody
the idea that only one nation exists on the planet — the
human one. Guided by the vision of creativity and
creation instead of destruction and disappearance, we
should start writing a different history. Instead of the
self-centered one that often, in the mists of intricate
ownership and worn-out daily politics, seduces and
distances us, we ought to see the philanthropic one
that, both in time and space, makes us connected, en-
nobled and united.””®

277 »Cultural creation does not take place within closed

communities or under conditions of consensus, but through
competitive social exchange” — D. Noyes, The Judgment
of Solomon. Global Protections for Tradition and the
Problem of Community Ownership, Cultural Analysis, 5,
2006, 32.

278 On the global view of the history of dress and the
abandonment of narrow-minded and regional dress-cen-
trism, the approach that is just beginning to awaken in the
circles of fashion and dress researchers, see L. Welters, A.
Lillethun, Fashion History: A Global View, London — New
York 2018.



Tatjana BYJIETA

camocmaniu ucmpaskcuead, beu

XAJBEII CA BUCERUM PYKABUMA:
IFEHEPAJIHU ITPETVIE] CA CTUJICKOM U KPOJHOM KJIACU®OUKALIMJOM

Peszume

IIpoyuaBame wucTopuje xajbeTaka ca Bucehum
pykaBuMa ol OpoH3aHOT 100a MO JaHac W Ha CBUM
[IpOCTOpUMa Ha KOjuMa Cy OHH HOIIICHH, TIPYKa jaCHY
CIIUKY O IYTeBMMa M HaYMHUMAa FUXOBOT LIMPEHA.
CauyBaHM O/IEBHU IPEJMETH 1 IMKOBHH U ITHCAHU U3-
BOPH Ca TOT BPEMEHCKOT U IIPOCTOPHOT ,,ITyTOBamka‘’,
OTKpPHWBAjy pa3iore HUXOBOT HACTAaHKAa M paclpoc-
TUpamka Te BUXOBY YIOTPEOHY 1 CHMOOIMYKY BpeI-
HOCT y pa3IMuUTHM KyATypaMa Koje cy obOerexaBa-
nu. VIcTOYHUIM TaKBUX XaJbeTaka NpUunanajy Homas-
CKUM H CeeJIauKiM KyJTypama eBpOa3ujCKHX CTera
U [eHTpaiHe A3Hje jour o OpOH3aHOT U I'BO3JICHOT
nmo6a. [llupeme oObnyaja HOIEHa TAKBUX XaJbeTaKa y
Azuju 1 Ha MenuTepaHy Be3aHO je 3a aHTHYKO Jj00a
U paHu cpeAmu BeK. Kpcramku moxonu npeHenu cy
takBy Mony u 'y EBpomy kpajem XII Bexa. MoHrosicka
ocBajama TokoM XIII Beka yuynHMIIA Cy TaKBE XaJbeT-
Ke CITy’KOEHOM O/IE’KI0M HOIIIEHOM IITHPOM TTOKOpEHE
A3swmje, anmu U 'y aenmouMa uctoune EBporne u Ha bai-
KaHy. 3ajeHO ca BU3AHTH]CKUM M €BPOTICKUM XaJhe-
numa ca BucehuM pykaBuma y ToM Uy XIV Beky,
OHHU Cy YMHWIHU Jico Tiio0anHe OfeBHE CIICHE KakKBa
HUje 3a0enexxeHa HUKana npe Tora (tab. 7), a Koja
he ce moHOBO MOjaBUTH TeK y XX BEKy ca KOHIIEI-
TOM MOJIepHOT ofieBamba. Ca HacesbaBabeM AMEpHKe
on crpane EBpombana on XVI Beka, xajbelu ca BH-
cehum pykaBama Jocexy H 110 ,,HOBOT* KOHTHHEHTA.
OToMaHCKOM LapCTBY IMpHIaja MUPEHE HAPOUUTOT
o0nuka Brucehux pykaBa — MOTITYHO OTBOPEHUX Yell-
keHa. Ca MOZiepHUM HA4YMHOM OZIEBamba, XaJbellu ca
BrucehnM pykaBrMa ry0e CBOjy MPaKTHYHY U CUMOO-
JMYKY BPEIHOCT aJId 3aTO OICTajy Ha MOIHOj CLIEHU
3axBaJbyjyhi CBOjOj €CTETCKOj AMMEH3UjU KOja WH-
CIHUpUIIIE MOJHE Kpearope TOKOM IIe3/IeCEeTUX M ce-
JaM/IECEeTUX TOIMHA MPOIUIOT BeKa U MOCIEIHE IBE
roauHe oBor Beka. Kao ozmpas Tpagunuje, Xxabenu ca
BrcehiM pyKaBHMa OTICTAJIH Cy U y CBETY IIKOJICKUAX
1 YHUBEP3UTETCKUX YHU(OPMH U 10 AaHAC.

Pasnmuunty THIIOBM XajbeTaka ca Bucehum pyka-
BHMa yKa3yjy Ha TPU CTHJICKE TPyIe y KOje C€ OHHU
Mory cBpcrard. 1IpBy rpyny 4unHe Xajbel OIpHYTH
MIPEKO paMEHa WM TJIaBe ca KOjUX CI000THO Taaajy
3ajeqHO ca mpasHuM pykaBuma (Tab. 1). Xaeerm
OTPHYTH TPEKO paMeHa 00eJeKaBaU Cy CTOYAPCKE
kyntype EBpoasuje u neHTpaiine A3uje o cTBapama
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JbYICKE IUBWIN3AINNjE, OCTABIIH TPajHO oOeNexje
yoOaHa TYPKUYKHX U CIIOBEHCKUX Hapoaa. Kao omex-
Jla HAMCH-CHA PEJIMTMO3HMUM CBpXama KopuiheHa je y
TYPKUYKHX U HPAHCKUX TUIEMEHA M Hapoja IICHTpal-
He Asmje, KaBkaza u Mane A3uje, IpeKUBEBIIH Kao
JICPBHIIKHA KOCTUM | Y MozaepHoj Typckoj. Hapount
o0unuaj Homewma KadTaHa NMpeOauCHUX NPEKO IVIaBe
3apal pelUruo3HOT MpeKpuBama IMlaBe U JIMLA Ha-
na3uMo KoA >keHa MpaHa M TypKHYKHX Hapoja LeH-
TpaiHe Asmje mo0 momepHor moba. Kao ynudopma
BOjHHKA ca KaBka3za y cpemmeM BeKy, XaJbelu Ipe-
OadeHH TIPeKo pamMeHa OmIM cy o0elexje HapOUUTUX
BU3aHTHjCKUX IUIaNEHWYKUX BOJHUX TpyIa YHjH je
ofpas, npeko bankana, mmpoxo pammuper no Espo-
U Y BHIY Xycapckor koctuMa. Kao meo nBopckor u
[IUBIITHOT KOCTUMA TaKBe XaJbeTKe IpedaueHe Mpeko
paMeHa Hajla3uMo joimn y cTapoj Memuju omakie je
ucTh 00nvaj KaHIUC-MOJe mpecesbeH u 'y llepcujy
e je 0CTao BUIIEMWJICHHjYMCKa O3HaKa Biajgapa 1
nBopjana. [lon mepcujckum yTHIajeM, KaHouc-Moja
j€ y paHoM cpellleM BEeKy ycBojeHa W Ha biuckom
HCTOKY, Yy ceBepHOj Adpumm u Ha KaBkasy rme ce,
Kao XWbaIyTOAWIIRE 00eTexje, HajIyxKe 3a1pKaia
y HauMHy OJieBarba Biazapa W Biacrtene y Ipysuju.
On KacHOT cpelmer Beka KaHOuc-Moja je mocraia
TpajHO obenexje u pyckux 0ojapa. [IpebaueHu mpe-
KO IVIaBe, TAKBH XaJbellM Cy 00eNie)kaBain U JaMe U3
apucTokparckux kpyrosa Kopeje Tokom XVII Beka.

VY npyry CTHICKY TpyIly yia3e XaJbely ca pas3pe-
3UMa Kpo3 Koje ce M3BJlave pyke Ia Mpa3HH PyKaBU
BHUCE ca paMeHa WiH pyKy (Tad. 5). TakBu xamenu ce
Jlajbe MOTY Pa3BpPCTaTH Y TPH MOATPYIIE: XaJbellr ca
npope3nuMa UCTOJ Ta3yXa, XaJbelll ca Mpope3uMa y
IIaBy KyIlle pyKaBa HJIM Ha MpebhuliamMa y ey pa-
MEHOT 371002 1 XaJhel ca Mpope3rMa Ha pyKaBUMa.
CBaka on moArpyra noasiexe Jajb0j KIacu(pUKaIv]j
npeMa OCHOBHOM KpOjy (TYHHKa-Kpoj, KpOj O )KUBO-
TUCKE KOXKE M Kpoj ofl priina) KojuM Cy TH XaJbeln
OOJIMKOBaHH IIITO YCJIIOBJhABa MECTO pa3pesa 3a pykKe.
Takas HaumH kiacudukaryje omoryhasa na ce xespe-
¥ U3 yJaJbeHUX BPEMEHCKHX M reorpa)CKuX 30Ha
CBpCTajy y WCTa ,,IOPOANYHA cTadna* yume Cy oT-
KpHBEHE MHTEPECaHTHE KpPOjHE BE3€ XaJbeTaka Koje
j€ uHave BPEeMEHCKH M KyJITYPOJIOLIKH TeXe MoBe3a-
TH (T20. 2—4).



Tpeha ctuicka rpymna cacTaBibeHa je 0O XaJbeTa-
Ka YUju pyKaBH UMajy Bucehe mpoayxeTke (Tad. 6).
[IpBu puMepH TaKBUX pyKaBa MPHUMAJA]y CKHTCKO]
KYJITypH, JaJbe¢ pa3Bujanu Ha KaBka3y, y eHTpaIHOj
Aswmjun, Ilepcuju u Typckoj y mpeMoziepHOM BpeMEHY
u 'y EBpomnu y KacHOM cpeameM BEKy UM PEHECaHCH.
[ponyxeun koju cy cinoOogHO Majanyd ca MUILIUIE
WIK UCTIOJ| JIAKTa, MOIJIM Cy OWTH OBAQJIHU, YETBP-
TACTH WM y BUIy jayraukux Tpaka (Ckurh, KaBkas,
bankan, EBpoma). [IpomyxeTke cy MOIIM YHHUTH
U TPEAyTauyku pyKaBH OTBOPEHH Of JIAKTa HaHMXKE,
YecTo ca JOAATKOM HApOYMTHUX YETBPTACTUX WU
CY30JIMKMX MaHXeTHHW (LeHTpaiHa Aswja, Ilepcuja,
Kagxkas, Typcka).

Homenn kao ropme 071€10, IMUBEHH OJ Hajapa-
TOIICHUjUX Marepujaja, yJCMIIaBaHH HajCKyIJbUM
yKpacuMa M HajKOMIDIMKOBAaHUjHM M Haj3aXTEBHUjUM
TEXHUKaMa U3paje, XaJjbelll ca BUcehnM pyKaBUMa

OTKpHUBajy HEpacKHIWBE YMETHHYKE M 3aHATCKE BE3e
HITO Cy C€, MUMO KYATYPHHUX, BEPCKUX U TTOJUTUIKUX
pasimKa, HECMETaHO MIMPHJIE U TPEIUTNTANIe U y Bpe-
MEHY U Y IPOCTOpY, OLpTaBajyhu HETIOPEIMBY CIHKY
KpeaTHBHE CjeINbEHOCTH JbY/ICKe IBUITH3aIHje. OHU
Hac yde Jia He MMOCTOj! 3aTBOPEHA U MU30JI0BaHA JbYA-
CKa 3aje/IHHIA KOja MOXKe OMTH CTBapasladKH Harpea-
Ha caMo yHyTap came cebe. KynrypHa pazmeHa, mpo-
KUMambe ¥ CYKHBOT, TaKO jacHO yrpaleHH y Mpudy O
BucehnM pykaBuMa, oBaruIohyjy ujejy /ia Ha IJIaHeTH
JKUBH CaMo je/IHa Halllja — OHa JbyJcKa. Bpeme je na,
Bo)eHH BHU3HMjOM KpPEaTMBHOCTH U CTBapamba YMECTO
JICCTPYKIIMje U HECTajarba, OTIIOYHEMO TTHCAhE APyTa-
ynje uctopuje. HamecTo oHe caMorieHTpHYHE KOja Hac
9eCTO, Y 3aMarjby 3aMpIICHOT BIACHHIITBA M U3JIH3a-
HE THEBHE MTOJIMTHUKE, 3aBal)a U yasbaBa, carjiejaBaMo
OHY (PUITAaHTPOIICKY KOja Hac, U y BpEMEHY U Yy IpOC-
TOpY, NIOBE3Yje, OIUIEMEBY|e U YjenumbYje.

Tarjana BYJIETA
He3agucen ucmpaicysay, Buena

HAMETKHN CO OBECEHHU PAKABU:
I'EHEPAJIEH ITPEIVIE]] CO CTUJICKA U KPOJHA KAJICU®PUKALIUJA

Pezume

Crynmjara 3a ucTopujara Ha (XaJajeTKH) HAMETKH
co o0eceHH pakaBu off OpPOH3EHOTO BpeMe, 10 ACHEC
U BO cHUTE 00JacTh Kaje IITO ce HOcelne, AaBa jac-
Ha CJIMKa 3a MaTeKUTe W HAaYMHHUTE HA HUBHOTO IIH-
peme. 3auyBaHUTE Mapulba 00IeKa U YMETHHUKUTE
U MUIIAHUTE W3BOPH O TOA MATyBamke HU3 BPEMETO
U OPOCTOPOT TM OTKPHBAAT NMPUYMHUTE 33 HUBHOTO
MOTEKJIO U IIUPEHE, KaK0O M HHMBHATa ymorpeda u
CUMOOJIMYKaTa BPEAHOCT BO Pa3IUYHUTE KyATYpU
wrto ru obenexane. [IoTeknoTo Ha BaKBUTE HAMETKU
UM TIpHIara Ha HOMaJCKHUTE U CeleTauKuTe KYJITYpH
Ha eBpoasuckuTe ctenu U LlenTpamHa Asmja ymre
on Opon3eHoTOo U xene3HoTo BpeMme. lllupemero Ha
00WYajoT Ha HOCEHE TAKBU HAMETKH BO A3nja u Me-
JUTEPaHOT € MOBP3aHO CO aHTHYKOTO BpEME U PaHU-
OT cpezieH BeK. KpcTOHOCHUTE BOjHH TOHECHE TaKkBa
Moza Bo EBporia Ha kpajoT Ha 12 Bek. MoHTONICKUTE
OCBOjyBama BO TEKOT Ha 13 BeK BaKBUTE HAMETKH
TH Hampaswie odunrjanHa obneKka MmTo ja Hoceme
HU3 OCBOEHaTa A3zdja, HO U BO AejioBU ox Mcrouna
EBpona u bankanot. 3aeqHO cO BU3BAHTHCKUTE, U €B-
POTICKHTE HAMETKH CO 00SCEHHM pakaBU BO TOj M BO
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14 Bek, Oea men ox mIodajiHaTa CIiEHa 3a oOJIeKa IITO
He Ouna BunieHa nocera (Tabena 7), koja MOBTOPHO Ke
ce mojaBu camo Bo 20 BEK cO KOHIIENITOT Ha MOJIEpHA
obneka. Co HacemyBameTo Ha AMEepUKa Off CTpaHa Ha
Epornejuure, mounyBajku ox 16 Bek, HaMETKHTE CO
00ECeHN pakaBW CTHTHAa M JIO ,,HOBHOT'® KOHTHHEHT.
Ha Ocmannmckara MMmeprja u mpumara mmpemeTo
Ha moceOeH OONMK Ha 00ECEHH PakaBH - IEJIOCHO OT-
BOPEHU HAMETKH - uenkeHd. Co MOAEPEeHNOT HauklH Ha
o0JeKyBame, HAMETKHTE CO 00ECeHH pakaBH ja rybar
CBOjaTa TMPaKTHYHA W CHUMOOJIMYHA BPEITHOCT, HO THE
MpeXXUBYBaaT Ha MOJTHATA CIIeHa OrarofapeHie Ha HHB-
Hara eCTEeTCKa JIUMEH3Hja KOja TW HHCIIUPUPA MOTHUTE
JIM33jHEPH BO TEKOT HA ILIEECETTUTE U CEAyMACCETTUTE
TOJIMHHA HA MHHATHOT BEK U IIOCTIEAHHUTE JIBE TOIMHU Ha
0B0j Bek. Kako ozpa3 Ha Tpajunujara, HaMeTKH co 00e-
CEHH paKaB{ MPEKMBEaja BO CBETOT HA YUMIIHIIHUTE
YHUBEP3UTETCKHUTE YHU(POPMH JIO JACHEC.

Pa3znuyHy BUIOBM HAMETKH CO 00ECEHH paKaBU
O3Ha4yBaaT TPHU CTHUJICKH I'PYIIH BO KOM MOXE JIa ce
knacugunmpaar. [Ipsara rpymna ce cocToun 01 HaMeT-
KU mipedplicHH MpeKy paMeHara WU I1aBata ol Kou



CJIO0O/IHO Maraar 3ae{HoO co npa3Hute pakasu (Tabe-
na 1). HameTtkuTe npedpienn okony paMeHara ce Ka-
PaKTEpUCTHYHH 3a CTOYHHMTE KyITypu Ha EBpoasuja
u llerTrpamna A3uja o1 cO34aBamkETO HA YOBEYKATA
UMBWJIM3AIMja, OCTaBajKu TPaeH OeJier Ha MacTHpH-
T€ Ha TYPCKHUTE W CIIOBEHCKUTE Hapoau. Kako obme-
Ka HaMEHeTa 3a PeJIMTHO3HU 1IeJH, Ce KOpUCTea BO
TYPCKH U UPAHCKH IJIEMHEba U Hapoau ox LleHTpai-
Ha Asuja, KaBka3 u Mana Asuja, IpeKuByBajKH Kako
JepBHIIKa HOCHja U Bo MmozaepHa Typuwmja. Iloce6-
HUOT 00HMYaj Ha HOCe’me KaTaH! MITO Ce HOcaT Haj
IJ1aBara 3apajy PelINruo3HO TOKPUBAKE Ha TiIaBaTa
U JIMLETO ce Haora Kaj skeHuTe Bo VpaH M TypcKu-
Te Hapoau of LleHTpanHa A3zuja 10 MOIEPHO BpeMe.
Kaxo yaudopma Ha Bojuutiute ox KaBkas Bo cpeaHu-
OT BeK, HAMETKHTE IITO OWJIe CIyIITeH! HaJ paMeHa-
Ta OWie OoIJIMKa Ha CTENHjaTHUTEe BU3aHTUCKH ILIa-
TEHUIIM, YH]j OJpa3 MpeKy banakaHoT Oeie parmmpeH
Hu3 nena EBpona Bo B Ha Xycapcka HocHja. Kako
JIeJT OJ1 IBOPCKaTa U rparaHcKara HOCHja, TakBaTa Ha-
METKa IITO Ce HOCH HaJ paMOTO MOXKE Ja ce Hajle
BO crapara Menawmja, o Kajie ITo UCTHOT 00WYaj Ha
KaHJuc-Mofa Oere npeceneH Bo Ilepcuja, kame mro
OCTaHa MOBEKEMUJICHUYMCKH 3HAK Ha BIIAJICTEINTE U
nBopjanuTte. [loj nepcucko BiIujaHue, KaHAUC-MO/a-
Ta Oellle yCBOeHa BO PAHUOT Cpe/ieH Bek Ha biuckuor
Hcrok, CeBepra Adpuka n KaBkas, kame mTo Kako
Wijasia TOAWHU cTap cUMOOI, Taa OCTaHa HajIoITO BO
HauMHOT Ha 00JIEKYBabe Ha BIIAJICTSIIUTE U 3€MjOIIO-
cenauuute Bo Ipysmja. On AOIHHMOT CpelieH BeK,
KaH/IMC-MOJlaTa CTaHa TpajHa KapaKTepHCTUKa W Ha
pyckute 6omjapu. [lokpuenn, TakBuTe HAMETKH 03-
HadyBalle U JJaMH O] apUCTOKPATCKUTE KPYTOBH BO
Kopeja Bo TexoT Ha 17 Bek.

Bropara ctuicka rpyna BKIydyBa HAaMETKH CO
MPOLIETIN HU3 KOU CE M3BJIEKyBaaT palere, ma mnpas-
HUTE pakaBH BUcaT o paMmeHara win panere (Tabena
5). TakBuTe HAMETKM MTOHATAMy MOXeE J]a ce TofeNar
Ha TPU TOATPYNN: HAMETKH CO MPOPE3H MOJ Ma3yBH-
TE, HAMETKHU CO IPOPE3H BO CIIOjOT HA IIEBOT HA KyT-
JlaTa Ha paKaBoOT WJIM Ha ITPeHAaTa CTpaHa BO eJIOT Ha
PaMEeHHOT 317100 ¥ HAMETKH CO IMIPOPE3H Ha PaKaBUTE.
Cekoja o MOATPYNHUTE € TPeAMET Ha MOHATaMOIIIHA
Kyacu(HKaIyja Cropel OCHOBHHOT IIpecek (ceuckme
Ha TyHHKa, CEUeHhe Ha JKMBOTHHCKA KOXKa WIJIN ce-
Yyerme Ha (UIII) CO KOj ce OOIMKYyBaaT OBUE HAMETKH,
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IITO TO OIpEayBa MECTOTO Ha IPOILEHOT 3a paleTe.
TakBHOT HaYMH Ha KJIacH(PHKaIja ©M OBO3MOXKYBa
HAa HAMETKHTE O]l IAJICYHOTO MUHATO M PA3ITUYHU I'e-
orpad)CKu 30HU J1a OUIaT KIACU(PUIIPAHU BO UCTUTE
,»CEMEJHH cTebJa“, ITO OTKPUBA HHTEPECHU KPOJHU
BPCKH Ha HAMETKU KOM MHAKY TEIIKO C€ IMOBP3yBaaT
BO BpeMmeTo u Kyntypure. (Tabenn 2-4).

TperaTa cTHIICKa TpyIia € COCTABeHA Ol HAMETKU
YUW pakaBW WMaar BHceuku momatonu (Tabema 6).
[IpBuTe mpuMepH 3a TaKBW paKkaBH W MpHIIaraar Ha
CKUTCKaTa KyNnTypa, IoHaTaMy pa3BueHH Bo KaBkas,
Hentpanna Aswuja, Ilepcuja u Typuuja Bo npeamo-
JIEpHOTO BpeMe U Bo EBporna Bo JOIHHUOT cpelieH BeK
U peHecaHcara. JlomaronuTe mTo maraa cro00IHO O
paxara Wi IoJl JJaKOTOT, MOYKe J1a OMJIaT OBaJTHU, KBa-
JpaTHY Wi Bo Gopma Ha ponru jieHt (Ckutn, Kas-
ka3, bankan, EBpona). Jlonaronure ucTo Taka Moxe
Jla ce COCTOjaT O MPEMHOTY JOJITH paKaBH OTBOPEHU
O] JIAKTOT HAJ0JTy, YECTO CO JI0JaBarhe Ha CIEIIH]jal-
HU MamKETHHU BO hopMa Ha kBajpar i coin3a (Llen-
TpaiHa A3uja, [lepcuja, KaBkas, Typuwuja).

Hocenu xako ropHa o0ieka, COMEHH O HajCKa-
MIOLIEHUTE MaTepujalii, YKPAaCeHU CO HajCKaIUTE YK-
PacH ¥ HajKOMIUTUIIUPAHUTE U HAJTCIIKU TCXHUKH Ha
n3paboTKa, HAMETKUTE CO 00ECEHN paKaBH OTKPUBA-
aT HEePaCKUHIIMBY YMETHHYKU W 3aHACTYNCKH BPCKH,
KOW TIOKpaj KYITypHUTE, BEPCKUTE W TIOMUTHIKUTE
pa3MKH, Ce MIMpaT U ce MpeIuieTyBaaT HEMpPEeYeHO
BO BPEMETO U MPOCTOPOT, UCTAKHYBajKH HEMTOOUTHA
CIIMKA 332 KPEaTUBHOTO €AMHCTBO Ha YOBEYKATA [[BH-
nu3anyja. Tue HE ydar Jieka He MOCTOM 3aTBOpPEHA U
M30JIMPaHa YOBEUKA 3aeIHHUIIA IIITO MOXKE KPEaTHBHO
Jla ce yHampenu cama ox cede. Kynryprara pasMeHa,
MPOHUKHYBAKHETO M COXHUBOTOT, TOJIKY jaCHO BMET-
HaTW BO NpUKa3Hara 3a 00eCeHUTE pakaBH, ja OTe-
JIOTBOpYBaaT UJiejara JeKa Ha IJIaHeTara )KHBee CaMo
e/lHa HalWja - JyoBeukaTa. Bpeme e, BoJeHU 071 BU-
3Mja 32 KPEaTHBHOCT M CO3/1aBar-€ HAMECTO YHHIITY-
Bamke U WCUE3HYBame, /1a 3all0OYHEME I TTHIITyBaMe
NOMHaKBa UcTopuja. HaMmecTo eroneHTpruvHaTa mTo
YecTonaTy, BO Marjiara of cJIoKeHaTa COICTBEHOCT
W JI0TpaeHara JHEBHA MOJIUTHKA, HE 3aBelyBa U JIUC-
TaHIMpa, Ja ja Tiename (UIAHTPOICKAaTa IMITO HE
MMOBP3yBa, 00JIarOPOyBa M 00CIMHYBA, KaKO BO Bpe-
METO, TaKa U BO IIPOCTOPOT.
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Table 1. Time, space, style and purpose taxonomy of the garments draped over the shoulders or head
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Table 2. Time, space, cut, and purpose taxonomy of garments with hanging sleeves with slits under the armpit
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Table 5. Time, space, cut and purpose taxonomy of the garments with slits for puling arms out
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Table 6. Time, space, style, and purpose taxonomy of the garments with sleeves with hanging extensions
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Table 7. Time, space, style, and purpose taxonomy of the garments with hanging sleeves
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