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SOME NOTES ON A TWELFTH-CENTURY BISHOP'S
MITRE IN THE METROPOLITAN MUSEUM OF ART

By

Eleanor B. Sachs

Among the medieval textiles in the Metropolitan Museum of Art there
is a bishop's mitre with a brow-band and other trimming bands which are
part of an unusually interesting twelfth-century group (Figs. 1-9). These
bands are characterized by several striking motives woven in a complex
and distinctive weave in colored silks and gold thread. Similar trimming
bands, often studded with jewels, can be seen today on the carved robes of
medieval statues of saints and kings.

This mitre, although certainly repaired and remade,l is the medieval
type with two peaks, one rising at the front and one at the back, which are
interpreted as indicating the Old and New Testament, The peaks are decor-
ated with a narrow wovenband (aurifrisium in titulo) whichrises vertically
at thefront from the widerbrow-band (@urifrisium in civculo). The narrow
vertical band then crosses the space between the two peaks and descends
to meet the brow-band at the back. Where the narrow band of the peaks
joins the brow-band at the back, one can see that the brow-band has been
pieced with another band of the same type but of different design which
must have been introduced because the material of the mainbrow-band was
not sufficient for the head size required (Fig. 9). At the back below the
brow-band, there are two narrow strips made of similar material, which
hung down at the back of the wearer. These are called the fanons and ac-
cording to Rohault de Fleury represent the Spirit and the Flesh.2 The
wide brow-band (8 1/2 cm. wide) which encircles the bottom of the mitre
is decorated with a lion, two fantastic half human, half animal figures . . .
a double-tailed mermaid and two centaurs. . .and a fourth figure who may
represent Scylla or possibly Alexander the Great (Figs. 4-9). These
figures, woven in green, pink (faded), white and purple silks (colors re-
served in this period for ecclesiastical garments according to Rohault de
Fleury), are arranged on the central part of the band which is set off,
above and below, by a line of purple establishing a narrow edging at top
and bottom, adorned with tiny animals and a few decorative motives in the
same colors. The narrow bands which decorate the peaks of the mitre
(5 1/2 cm. wide) contain geometric and animal patterns typical of the
period and woven in two or more contrasting colors and gold thread. The
two fanons (3 cm. wide) which hang down at the back of the mitre have a
geometrically patterned gold ground set with roundels in white and pink

3



containing a representation of the Lamb of God (Fig. 2). Borders and
guard stripes are pink and purple. The end of each fanon is finished with
a small piece from a different gold border with geometric patterns and
with a long fringe.

There are a few other trimming bands of gold and silk threads and of
comparable quality which were used to decorate medieval ecclesiastical
vestments or imperial garments that have survived.3 Such bands have
been traditionally known as Palermo bands and some are of the same dis-
tinctive type as the wide band on the Metropolitan Museum mitre. It is
possible that trimming bands of similar width and superior quality were
produced in Palermo workshops established by Roger II after he captured
Greek weavers from the silk weaving centers of Corinth and Thebes and
brought them to Sicily in order to set up court workshops that would rival
the splendor of Byzantine court textiles. Existing records are sparse and
not clear enough, however, to establish this supposition asfact.4 The full-
length mosiac portrait of Roger II being crowned by Christ in the Martor-
ana, Palermo, shows Roger wearing a long stole which must have been of
similar design and workmanship.

The mitre in the Metropolitan Museum is said to have belonged to
Bishop Hartmann (1140 - 1164) of Brixen, now called Bressanone. In 1930
the mitre was acquired from the convent of Neustift in Brixen and came to
the Museum in 1946, Brixen is a small town on the Italian side of the
Brenner Pass in Italy. The daughter of Roger II, Constance, who became
the bride of Henry VI Hohenstaufen, probably passed through Brixen on her
way to Germany after her marriage in Milan in 1186, When she left Sicily
for her wedding she is said to have been accompanied by 150 beasts of
burden laden with jewels and gorgeous robes from the treasury of the
Sicilian kings.5 Among them was probably the cape of red silk embroider-
ed with lions and camels in gold thread and pearls which was made for the
coronation of Roger II in 1152 and later worn by Constance's famous son,
the Emperor Frederick II, called stupor mundi, on his coronation in 1220
and now preserved with other treasures from the Norman kings of Sicily
in the Hofburg, Vienna.6 Many of the garments in this treasure are deco-
rated with woven trimming bands with designs in colored silks and gold
threads. Some like Frederick's coronation mantle are lavishly embroider-
ed in pearls, while his coronation shoes are studded with other gems as
well.7 The widest band in the group (6.3 cm.) and closest to the mitre in
weave and in the arrangement of the motives of the design is the sword
belt (Fig. 10).

The weave of the mitre brow-band and of some others of this type is
a most ingenious and distinctive form of twill,8 and is usually so tightly
compressed that the true structure is not apparent, The ground is formed
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by a warp twill madeby a single warp system threaded before weaving in a
regular color sequence of four colors and by a ground weft. All the warp
ends bind the ground weft but only a part (one color, usually) of the ends
binds a gold weft laid over the surface of the ground to form a golden back-
ground for the design. The floats of the warp ends that bind the gold sur-
face wefts (although maintaining the basic twill structure) appear only
over one gold weft each time and complete their regular course under the
rest of the gold wefts and over the silk ground wefts. The short visible
sections of each of these binding warps in combination with the floats of
gold surface weft form a weft twill effect with diagonals in the opposite
direction from the actual echelons of the warp twill. For the design, the
warp of the desired color is raised and floated over a number of both
ground wefts and gold surface wefts. While patterning, this warp continues
to participate at intervals in the rhythm of the ground binding in a warp
twill effect structurally in accord with the ground twill. In the areas of
warp patterning, the gold surface weft is hidden between the floats of the
patterning warp and the twill made by the ground weft and the remaining
warps. The reverse of the weave is the regular weft face of the twill?
(Diagram Fig. A).

The separate figures on the brow-band of this medieval mitre, in the
Metropolitan Museum of Art, are the two centaurs,10 the lion, the double-
tailed mermaid and another half human figure who may represent Scylla
or perhaps Alexander the Great (Figs. 5-9). Of these motives the mer-
- maid will be studied first. Mermaids have always been an alluring subject
and there are many tales about them, but the double-tailed form seems to
have been of particular interest for the medieval world. Like the single-
tailedll mermaid, her double-tailed counterpart is of ancient origin but
examples are most often found carved on the capitals in the medieval
churches in Europe.12

The double-tailed mermaid as seen on the mitre in the Metropolitan
Museum has the head and torso of a young woman while the lower part of
her body terminates in two fish tails (Fig. 5). The pose of the body is
frontall 3; between the upper body and the fish tails, there is a wide scal-
loped girdle from which the two fish tails emerge, cross each other, then
rise one at each side where the mermaid grasps them in her outstretched
hands. The tails in this example are smooth like a dolphin's body and end
in tri-lobed finials. In some examples, especially those that are in carved
stone, the tails are scaly and end in bi-furcated fins while the junction of
the human body and the fish tails is covered by a leafy girdle or belt. The
frontal pose of the mermaid on the brow-band of the mitre is typical of
the twelfth-century double-tailed mermaids whether carved, painted, woven
or executed in some other medium (Figs. 5, 11, 13, 14, 32-38).
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The distinctive features of the mermaid on the mitre in the Metro-
politan Museum are the crossing of her tails and the wide scalloped apron.
Both of these characteristics will be discussed in connection with the origin
of the design. For the moment we note that these features do not appear
in the few other examples of the double-tailed mermaid woven on similar
trimming bands that have survived from the twelfth century. These other
examples of the mermaid design include the bands on the coronation shoes
of the Emperor Frederick II, where the double-tailed mermaid appears in
a section of the band inset in the sides of the shoes and under one of the
jewels set in pearls that embellishes the band that decorates the upper
part of the shoesl4 (Fig. 11). The third example of a double-tailed mer-
maid decorates a trimming bandused on a bishop's mitre now inthe Abegg
Stiftung at Riggisberg, and a fourth occurs in one of the roundels that form
the design on a gold band used to make the fanons on a bishop's mitre in
the Domschatz at Salzburgld (Figs. 13, 14).

Why did this curious bi-furcated mermaid carved so often on the
capitals in medieval European churches become so popular, what does she
signify and what was her origin? Along with the centaur with whom she is
often paired,16 the mermaid seems to have been part of the group of fan-
tastic beasts and hybrid creatures carved on capitals and door jambs in
Romanesque churches and cloisters, who are thought to represent the dia-
bolical powers over which Christ and his disciples triumphed.17 Theex-
uberant carvings of real and exotic animals included among the fabulous
beasts may also be ascribed to the lively curiosity about the strange ani-
mals that appeared in medieval menageries, usually as gifts to Western
rulers from Eastern potentates, and to the wondrous tales of travelers to
and from the East. The medieval bestiaries fed people's curiosity and
spread interest in real and fantastic animals, while the Church made use
of this interest to teach Christian morality. The earliest known of the
bestiaries, the Physiologus, probably compiled by an Alexandrian Greek of
the second century, served originally as a manual on animals and plants
and was copied and expanded innumerable times in succeeding centuries.18
In the Physiologus there is a creature, half woman, half bird, familiar to
us as the Greek siren and thus described, but in a ninth-century version
of the manuscript the siren is illustrated in the form of a mermaid, half
woman, half fish; in the version at Bern this siren is shown with a single
fish tail.19 The two forms of the siren, half bird or half fish, are both
common in the Middle Ages, and both are included in Guillaume le Clerc's
bestiary of 1211 A,D. in the following lines:

"Of the siren we shall tell you,
Which has a very strange form.
From the waist upwards
She is the most beautiful thing in the world
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Fashioned in the form of a woman,
The other part is shaped like a fish or a bird." 20

Whether as a '"bird-lady' or as a mermaid, the siren is a temptress, who,
like the sirens in the Odyssey, charms the unwary with her musical and
dreamy song, providing the Devil with the opportunity to pounce upon un-
suspecting human beings. Again le Clerc tells us:

"The siren who sings so sweetly

And enchants folks by her song

Affords example for instructing those
Who through this world must voyage
Are deceived by such a sound

By the glamour, by the lusts

Of this world, which kill us

When we have tasted of such pleasures."

In another famous book of beasts, the Liber Monstrovum of the seventh
or eighth century, the sirens are described as creatures of the sea
(mermaids).

"Sirenae sunt marinae puellae, quae navigantes
pulcherrima forma, cantus mulcedine decipiunt.
Et a capite et usque umbilicum, corpore virginali
et humano generi simillamae, squamosas tamen
piscium caudas habent, quibus semper in gurgite
latent," 21

Another passage in the same Liber Monstrovum is of interest and impor-
tance herebecause it describes a sea creature, in this case Scylla, similar
to the siren, but with the foreparts of several dogs emerging from her
waist or from her leafy belt. The description of the monster, Scylla, "the
half maiden fury hound" who, with Charybdis, was such a threat to mari-
ners, occurs inthe Liber as follows:

"Scylla monstris nautis inimicissum in eo freto
quod Italium et Siciliam interluit, fruisse
perhibetor, capite quidem et pectore virginali
sicute sirenae, sed luporum uterum et caudas
delphinorum habuit . . ."22

In the Aeneid we find again Virgil describing Scylla as a creature whose
upper body is that of a young woman and whose lower body is formed by
dolphins' tails:

"prima hominis facies et pulchro pectore

virgo pube tenus, postrema immani corpore

pistrix delphinum caudas utero commissa
luporum, ' 23



The use of the accusative plural form ''caudas delphinorum" in the Liber
Monstrorum and the plural "caudas delphinum'" in the Aereid indicates
that Scylla was not single-tailed and was distinct from the siren mermaid
or the nereids of Roman times. Except for the description in Homer which
is entirely different, these two descriptions of Scylla's form appear to be
the only literary sources giving a detailed description of her that have
come down to us from such early times. It may well be that both descrip-
tions were derived from carved or painted representations of her.

Let us see what form the representations of Scylla took in the extant
examples from Greek, Etruscan and Roman art in order to discover if
they had some influence upon the form of the twelfth-century double-tailed
mermaid. The earliest Greek representations that have survived show
Scylla in profile with a single tail, with the upper body of a young woman
and the foreparts of two, sometimes three dogs protruding from a wide
girdle of acanthus leaves; the one large curving fishtail rises behind her
as in the Melian terracotta reliefs of the fifth century B.C. (Fig. 15).
Some other Greek examples of the profile Scylla which also show her with
a single tail, and a dog at her waist, exist on coins and some sculptures of
the fourth century B.C. More pertinent to this study, however, are exam-
ples from the Hellenistic period when the pose changes and becomes fron-
tal or 3/4 view, with two tails, the dogs at Scylla's waist, and a stone in
her raised hand, as we see her on Athena's helmet on Greek coins from
Heraclea dated about 350 - 280 B.C. (Fig. 16). In a similar pose she
appears on a terracotta cup in the Louvre. Here we have a double-tailed
Scylla with the upper body of a young woman, almost frontal in pose, with
her raised arm brandishing an oar and her double tails rising one at each
side as she attacks Ulysses' ship. Her name is inscribed above her in
Greek letters (Figs. 17, 18). A similar savage Scylla with double tails and
brandishing an oar or a rock can be found in some other works of which
the small bronze relief from Dodona, the Berlin mirror case of the fourth
century B.C. or the Boscoreale bronze dish of the first century B.C. are
fine examples (Figs. 19-21). In Roman art also Scylla appears as half
woman, half double-tailed sea monster on coins and in sculpture (Figs.
22-24).24 Among paintings there was a famous fresco of her attacking
Ulysses and his companions found in 1760 in a villa at Stabia near Hercu-
laneum?29 (Fig. 23)., Doubtless there are other paintings that did nét sur-
vive, Perhaps some of these examples were the source for the description
of Scylla in the Liber Monstrorum, for Faral in his study of the fish tails
of the sirens points out that the author of the Liber, whom Faral believes
to have been Audelinus (639-707 A,D.), Bishop of Sherbone, made a trip to
Rome from Britain and must have seen ancient works of art depicting
Scylla and therefore included her in his book.26 Certainly the Liber
Monstrorum did not follow the first literary description of Scylla in
Homer's Odyssey, the terrifying sea monster with six heads, twelve feet
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and the yelping bark of a young puppy. Indeed Homer's description of
Scylla was never adopted for representation of her in Greek, Etruscan or
Roman art. It seems likely that the description of Scylla in the Liber and
in the Aeneid were derived from the carved or painted representations of
her.

The popularity of the subject continued into late Roman times as we
know from her appearance on contorniates, struck as late as the third or
fourth century (Fig. 24). She also appeared on Roman pottery and gems27
and inlarge sculptured marble groups; one of the more recently discover-
ed of the sculptured groups came to light at Hadrian's Villa in 1952-5428.
In mostof these examples thebody of Scylla is frontal or in three-quarters
view with the tails spreading out beneath an acanthus apron and then rising
to the sides, while the head is sometimes in profile with the arms raised
to hurl a rock or wield an oar at the sailors of Aeneas' ship.

Whereas the frontality and double tails of the foregoing Scyllas suggest
a possible source of the design of the double-tailed mermaid, it is, how-
ever, among Etruscan funerary monuments, grave stele, cinerary urns
and sarcophagi that the closest comparisons with the double-tailed mer-
maid are to be found. Like the mermaids of medieval times, the Etruscan
Scyllas are uniformly frontal, with the tails spread out and sometimes
rising to each side (Figs. 25, 26). The specific attributes of Scylla on the
cinerary urns, the rock or the oar in her hands and the dogs emerging
from the leafy belt constitute the chief differences from the medieval
double-tailed mermaid. The tails in Etruscan Scyllas are usually smooth
dolphin tails, and this type is also found in the twelfth-century mermaid,
although, in many carved examples, the medieval double-tailed mermaid
has a scaly fish tail (Figs. 32, 35). Crossed tails as on the mermaid of
the Metropolitan Museum mitre also occur in some Etruscan examples
(Figs. 27, 28).

There is a particular group of Etruscan funerary objects, chiefly
cinerary urns with a marine figure, often winged, who is part woman, part
fish, but who lacks Scylla's militant characteristics, Here the facial ex-
pression is mild, the dogs at the waist are lacking, the hands may be
raised and hold an anchor or they may hold up the tails or rest relaxed on
the tails (Figs. 30, 31). Before discussing this figure's obvious relation to
the medieval double-tailed mermaid in pose and specific details, we must
mention that the identity of this Etruscan figure is unknown; she may
represent a funerary deity or demon, perhaps symbolizingboth the terrors
of the seafaring life as Scylla did, and the passage to the Underworld
which the souls of the dead had to traverse (Figs. 25-30). Or the figure
may represent another version of Scylla's story or even another type of
Scylla. Ovid, for example, describes Scylla as a beautiful sea nymph,

9



beloved of the sea gods, particularly Glaucus, whom Circe in a fit of
jealousy turned into a sea monster, and then Scylla in revenge robbed
Ulysses of his companions29. Whatever the Etruscan Scyllas may have
symbolized, it seems reasonable to assume that some cinerary urns on
which the figure of Scylla appeared must have been known in twelfth-
century Italy and provided a model for the double-tailed mermaid of medi-
eval times.

The relationship between these Etruscan Scyllas and the twelfth-
century double-tailed mermaid with her frontal pose with the tails spread
out or rising on eachside is obvious30, The connection is strengthened by
the scalloped apron of the mermaid on the mitre from Brixen which is a
rude descendant of the leafy acanthus one found on Etruscan and most
Greek and Roman representations of Scylla. The apron, however, is not
so common in medieval examples of the double-tailed mermaid and is
usually replaced by a fringed belt or even a simple waistband (Figs. 33-
35)., In the early representations of Scylla, the leafy acanthus apron was
probably introduced to mask the emergence of the dogs from Scylla's body
(Figs. 19-21), The leafy apron persists in Etruscan cinerary urns in ex-
amples of the mild "Ovid type' of Scylla (Fig. 30). There are some early
Etruscan Scyllas without any leafy apron (Figs. 27, 28), and also the tails
of the twelfth-century mermaid sometimes emerge from her torso without
any apron or belt (Fig. 34). In the Monreale cloister the tails of the mer-
maid merge to replace the absent apron, thus emphasizing the fantastic
nature of the figure (Fig. 35).

The hands in examples of the ''Ovid type' Scylla may rest idle and
empty on the tails or they may hold up anchors or oars (Figs. 29, 30). The
pose of the Scylla who has her hands raised to hold an anchor is close to
that of the double-tailed mermaid who lifts her hands to grasp and hold
her tails (Figs. 26, 28, 32-35). Some examples of the "Ovid type" and of
the aggressive Scyllas have wings spreading from their backs. Among
them we find the handsome mirror case in Berlin, the Dodona relief, the
cinerary urns from Palermo and Chiusi (Figs. 19, 20, 25, 26, 29, 30). All
of these have usually been dated in the third century B.C. According to
Waser, the wings do not occur in the Hellenistic-Roman type and arise
from some foreign influence30-A,

An interesting point is the occurrence of the crossed tails in both
Etruscan and the medieval examples. Crossed tails not only characterize
the Brixen mitre mermaid, but they may alsobe seen onthe little mermaid
who decorates the borders of the panels of the bronze doors at Monreale
Cathedral (Fig. 36). The tails also appear in some other examples from
the medieval period, for instance, on a crossed-tailed figure carved on a
capital in the Cuxa Cloister, The Cloisters, New York, and on the leafy-
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tailed mermaid carved on a capital in the atrium at Sant' Ambrogio,
Milan (Fig. 37). Such examples indicate that crossed double tails were
not unknown in the twelfth century and that their inspiration probably came
from among Etruscan examples, such as the carved stele with Scylla at
Bologna or from other examples of Etruscan art (Figs. 27, 28).

The association with Scylla, whether the savage creature of the
Odyssey or the mild ""Ovid'" figure on Etruscan cinerary urns, is further
strengthened by the writings of the Church Fathers and of the early medi-
eval clergy. They notonly preserved the classical literary heritage during
the long period of turmoil and uncertainty that followed the fall of Rome,
but they made use of the classics to teach Christian morality. Perhaps
Virgil's poems inspired them with the concept of Scylla as the embodiment
of carnal passion when in an allegory of the sea she is portrayed as a
symbol of 'lustfulness and love's incontinence,". . .''who excelling all
women in beauty, in avarice, made havoc of her eager lovers,' and after
daring to challenge Venus, "'she of a sudden became fenced about with fell
fishes and dogs."31 In the writings of the Fathers of the Church she is
conceived as an example of the indulgence of unbridled bodily appetites.
Like the centaur with whom in herform as a double-tailed mermaid she is
often paired in medieval churches, the Fathers described her as the em-
bodiment of lust, calumny and other forms of sin. Among St. Jerome's
letters there is a passage that exemplifies the evil peril they saw in her:
"on one side the strait of Charybdis of self-indulgence engulfs our salva-
tion; on the other, the Scylla of lust, with a smile on her girlish cheek
lures us to make shipwrecks of our chastity.'32 St. Chrysostom in his
homilies on First Corinthians gives a vivid description of Scylla as Sin:
"and should a painter draw her picture, he would not, one thinks, err in
fashioning her after this sort; a woman with the form of a beast, savage,
breathing flames, hideous, black, such as the heathen poets depict their
Scyllas. For with her ten thousand hands she lays hold of our thoughts
and comes on unexpected, tears everything to pieces, like those dogs that
bite slyly."33 Sidonius uses Scylla as a symbol of envy: ''such fame as I
have," he writes, ''should be to me an anchor cast in the haven of safe re-
pute. I ought to be content with it after the envious snarls of all the Scyllas
which my ship has passed.''34

Such literary references indicate what a perfect model the story of
Scylla and the form given her in classical art and Etruscan tomb monu-
ments made in teaching Christian morals - the allure and grace of her
upper body combined with her snarling dogs and monstrous fish tails vivid-
ly expresses the dire aftermath of indulgence prompted by uncontrolled,
bestial instincts. The medieval poet perpetuated this lesson taught by the
Christian Fathers as we see again in the bestiary of Guillaume le Clerc:
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"Wantoness and bodily ease,
And gluttony and drunkeness,
Slothfulness and riches,
Palfreys, white horses,
The splendor of rich draperies.
Always we incline that way,
Of the future we are slow to think.
So great is our delight in them
That perforce we fall asleep.
Whereupon the syren kills us.
It is the Evil One who uses us so ill,
Who makes us plunge into vice so much
That he entangles us in his snares.
Then he attacks us, then he falls upon us,
Then he kills us, then he does us to death
Just as the syrens do
To the mariners who sail the sea.''35

The lesson of the wages of sin that the clergy sought to instill in
men's minds was graphically expressed in the medieval representations of
the double-tailed mermaid by the frontal pose. Here the shock of the
grotesque combination of the young feminine torso with human legs re-
placed by uplifted fish tails, crossed or uncrossed, must have stunned the
innocent viewers.36 The frontal pose of this mermaid was common in
other Romanesque sculptures and has been ascribed by some writers tothe
exigencies of design and by others to Oriental influence.37 In the case of
the double-tailed mermaid the inspiration was ready to hand among Etrus-
can grave monuments representing Scylla and also in certain Greek and
Roman works. Frontality in design has, to be sure, a very old history in
the art of the Near East where it was used so much.38

Not all examples of the creature called Scylla dating from classical
times actually represent her, as Waser has pointed out in his monograph
on Scylla and Charybdis.39 There are various existing sculptures of
goddesses or nymphs with fish tails from classical times, in addition to
those already described from certain Etruscan cinerary urns (such as the
"Ovid' type), which lack Scylla's specific attributes and which surely rep-
resent other mythical creatures (Figs. 37-39).40 The most important
and the best known is Artagatis, the Syrian goddess known to the Greeks
as Derketo and often confused with Astarte, although their cults are
distinct. According to Lucian, who was a Syrian himself, Derketo was
represented in images which he saw as half woman, half fish, although at
Hieropolis she is represented as all woman.41 The worship of Artagatis
or Derketo was extensive; her cult was also known in Italy and was intro-
duced into Sicily, and even to the northern limits of the Roman Empire.
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Incidentally, in Gravina's description of the lesser bronze door of the
Cathedral of Monreale, he suggests that the graceful double-tailed mer-
maid (whose tails are not held up by her hands but cross in front of her
and then rise to each side) might be a representation of Derketo42 (Fig. 36).

Among other possibilities we find that Pausanias when describing
Eurynome, daughter of Oceanus, says that he heard from the Phigalians
that her statue, which he did not see, was a woman down to the waist and a
fish below.43 There is also the beloved of Glaucus, whom Ovid called
Scylla, but who is not the savage Scylla of the Odyssey, and to whom we
have referred in connection with certain cinerary urns from Chiusi and
Palermo (Figs. 29, 30). Sometimes confused with Scylla is the monster,
Echidne, who dwelt in the Nether World and raised a brood of monsters;
according to Hyginus, she was even the mother of the vengeful Scylla, but
Echidne was half woman, half serpent.44 '

There are also some creatures from Roman times with the same
frontal pose as the Etruscan representations of Scylla, but the fish tails
are replaced by foliate plant stems which they lift up and hold in their
hands (Figs. 31, 39). Surprisingly enough this foliate type monster is also
found in the twelfth century carved on European church capitals, as for
example, the charming figures which decorate a capital at St. Julien at
Brioude or the one at Sant’ Ambrogio, Milan (Figs. 37, 38).

To return to representations of Scylla, it seems natural that the
ancient peoples who lived along the shores of the Mediterranean Sea and
for whom the sea provided food and livelihood would have developed some
symbols in their literature and in their art to represent the perils of sea
life, Scylla's association with the power and dangers of the ocean is clear
enough in classical art. Her association with Etruscan art was chiefly
with the passage to the Underworld that all men had to traverse, as her
appearance on the cinerary urns and other funerary monuments indicates.
The figure common on cinerary urns was connected with death and possibly
with the transmigration of souls across the waters. In Virgil, Scylla
biformes is one of the figures at the gates of the Underworld; Virgil may
even have taken her from Etruscan sources.45

In the medieval Christian period, however, she is no longer Scylla,
but as a double-tailed mermaid becomes a symbol of lust and of the
dangers that beset the Christian soul trying to achieve the goal of chastity,
physically and morally. I we are correct in believing that the early rep-
resentations of her, especially in Etruscan art, were the inspiration for the
medieval double-tailed mermaid, it is certain that she enjoyed a long life,
for she lived on in the Renaissance. In Venice, for instance, she appears
in the same frontal pose as the symbol of the sea on embroidered banners,
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heraldic devices, carvings and lace of the sixteenth and seventeenth
centuries. In Germany she graces the Marktbriinnen (public wells in the
market square) of Rothenburg-ob-der-Tauber, Frankfurt-am-Main and
other towns. In heraldry, such as in the arms of the Nuremberg patrician
family, Riether von Kornburg, she is the usual form. Her role grows in-
creasingly into a purely decorative one as she becomes in the late seven-
teenth and eighteenth centuries a frequent motive in Italian needlepoint
laces, Greek Island embroideries, and occasionally one of the decorative
elements in European tapestries.46

(A sequel concerning the other motives on the mitre band
will be published in a subsequent issue. - - Ed.)

Note on the Author

Mrs. Howard Sachs was Assistant Curator in the Textile Study Room
at the Metropolitan Museum of Art under Frances Morris. She is co-
author with Nancy Andrews Reath of Persian Textiles (Yale University
Press, 1937).
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NOTES

46,156.3 Bishop's mitre of yellow silk with decorative bands of silk
and gold threads; lappets with circular medallions on fretted gold
ground. From the convent of Neustift, near Brixen, Italy. Said to
have belonged to Bishop Hartmann (1140-1164). J. Braun describes
the mitre as it was in 1909 (ZEITSCHRIFT FUR CHRISTLICHE
KUNST, vol. 4, 1909, pp. 111-116 and fig. 1). He describes some
parts of the mitre which did not belong to it originally and which have
been removed since that time,

Rohault de Fleury, C., LA MESSE, Paris, 1889, vol. VIII, pp. 25, 127.

Among the medieval ecclesiastical vestments with elaborately design-
ed bands of the same distinctive twill weave may be listed the follow-
ing: (1) chasuble, Abegg Stiftung, Riggisberg, near Bern; the bands
on this chasuble have geometric patterns studded with gems like the
shoes of Frederick II in the Hofburg; (2) chasuble, Boston Museum of
Fine Arts, Boston, Mass. (see Townsend, G., "A 12th Century Chas-
uble,"” BULLETIN OF THE BOSTON MUSEUM OF FINE ARTS, vol.
XXXIIL, 1935, pp. 5-16); (3) chasuble of St. Wolfgang, church of St.
Emmeram, Regensburg (see Miiller-Christensen, S., SAKRALE GEW-
ANDER DES MITTELALTERS, Bayerisches Nationalmuseum, Munich,
1955, no. 16, Abb. 9; also Cahier, C. et Martin, A., MELANGES
D'ARCHEOLOGIE. .., Paris, 1847-56, vol. II, pl. 16 and pp. 245-246);
(4) alb of St. Bernulph, Oud Katholick Museum, Utrecht (drawings of
some of the individual motives appear in Von Falke, O., KUNST-
GESCHICHTE DER SEIDENWEBEREIL Berlin, 1913, vol. II, Abb. 194,
196); (5) chasuble of St. Edmé (d. 1241) at St. Quiriace, Provins (see
LES TRESORS DES EGLISES DE FRANCE, Musée des arts décor-
atifs, Paris, 1965, no. 113).

Monneret de Villard, U.,, MISCELL. GIOVANNI MERCATI 3, Citta del
Vaticano, 1946, Studi e testi 123, p. 8; Jamison, E., "Alliance of Eng-
land and Sicily in the Second Half of the Twelfth Century,” JOURNAL
OF THE WARBURG AND COURTAULD INSTITUTES, vol. VI, 1943,
pp. 20-32; the author mentions silk manufacture and quotes Hugo
Falcandus who wrote of 'patterns made in many colored silks shot
with gold and interwoven with gems and pearls" (from EPISTOLA AD
PETRUM PANORMITANE ECCLESIE THESAURARIUM, ed. G. B.
Siragusa, Rome, 1897, pp. 178-180). Kahle, P., "Die Schitze der
Fatimiden,' ZEITSCHRIFT DER DEUTSCHEN MORGENLANDISCHEN
GESELLSCHAFT, Neue Folge, 1935, pp. 350-351, who mentions Sicilian
borders (SUQQA SIGALILJA).

Chalandon, F., LA DOMINATION NORMANDE EN ITALIE ET SICILIE,
Paris, 1907, vol, IL p. 387.

15



10.

11,

12,

Fillitz, H,, DIE INSIGNIEN UND KLEINODIEN DES HEILIGEN
ROMISCHEN REICHES, Vienna, 1954, For the coronation robe see
Abb. 24; for the alb, Abb. 28; for the dalmatic, Abb. 30; for the
gloves, shoes and stockings, Abb, 31, 32, 34; for the sword belt, Abb.
33 and p. 60. The frontispiece in this book is a reproduction of Al-
brecht Diirer's drawing of Frederick II in his coronation robes.

For a discussion of the shoes, see Gall, G., ""Die Kronungsschiihe der
Deutschen Kaiser," ZEITSCHRIFT DER GESELLSCHAFT FUR HIS-
TORISCHE WAFFEN-UND KOSTUMKUNDE, Dresden, 1973, Band 15,
Heft 1, pp. 1-21,

Reath, N, A. and Sachs, E, B.,, PERSIAN TEXTILES AND THEIR
TECHNIQUE, New Haven, 1937, pp. 53-55 and figs., 6-8, 10; Emery,
L, THE PRIMARY STRUCTURES OF FABRICS, Washington, 1966,
pp. 91-107, figs, 173 and 174; Guicherd, F., COURS DE THEORIE
DE TISSAGE, Lyon, 1946, p, 166-171,

This description of the weave has been worked out in collaboration
with Miss Jean Mailey, Curator, Textile Study Room, Mek ™politan
Museum of Art. It is based on an analysis of the weave made by Mr.
Gabriel Vial, Secrétaire Général Technique, Centre International
d'Etude des Textiles Anciens, Lyons, France.

The second centaur, facing in the opposite direction from the first
centaur, can be seen at the middle of the back of the mitre; only the
front part of him is visible for thefabric was cut at this point at some
time and a small piece from another band has been inserted to make
the head size large enough (Fig. 3).

In some examples of the single-tailed mermaid, she holds a fish in
one hand, said to symbolize regeneration through baptism (for instance,
a capital at Cunault, France); in some later examples this mermaid
holds a mirror in one hand. At Santa Lucia, Gaeta, there is a twelfth-
century double~-tailed mermaid carved with panels holding the symbols
of the Four Evangelists; she also holds a fish in her hand, but the
pose here is 3/4 view. Among the tiny enamel plaques on the coro-
nation gloves of the Emperor Frederick II in the Hofburg, Vienna, is
an oval enamel with a single-tailed mermaid holding up her tail in her
left hand (Deér, J., DER KAISERORNAT FRIEDRICHS II, Bern, 1952,
Pl. XXVID).

Among the writers who have discussed mermaids may be mentioned
the following:

Adhémar, J., INFLUENCES ANTIQUES DANS L'ART DU MOYEN
AGE FRANGAIS, Warburg Institute, London, 1939, p. 182.

Baltrusaitis, J., REVEILS ET PRODIGES, Paris, 1960, p. 104; LE
STYLISTIQUE ORNAMENTALE DANS LA SCULPTURE ROMANE,
Paris, 1931, pp. 103-113 for examples of double-tailed mermaids
in medieval churches.
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13.

14,
15,

Cahier et Martin, OP. CIT., vol. II, p. 172.

Debidour, V. H., LE BESTIAIRE SCULPTE DU MOYEN AGE EN
FRANCE, Arthaud, 1961, p. 397 for lists of examples.

de Rachewiltz, S. W., SIRENEN IN SUDTIROL, Landwirtschaftliches
Museum Brunnenburg Schriften 2 (Dorf Tirol, 1973).

Durand-Lefebvre, M., ART GALLO-ROMAIN ET SCULPTURE RO-
MANE, Paris, 1937, pp. 146-154,

Evans, E. P.,, ANIMAL SYMBOLISM IN ECCLESIASTICAL ARCHI-
TECTURE, London, 1896.

Faral, E., "La queue de sirdnes,”"” ROMANIA, t. LXXIV, 1955, p. 433
ff, discussion concerns manuscript texts.

Fermesci, Rosella, SCYLLA, Ph. D. thesis, University of Florence
(n.d.).

Jalabert, D., '"Les sirénes,” BULLETIN MONUMENTAL, no. 95,
1936, p. 433 ff.

Mile, E., ART RELIGIEUX DU Xlle SIECLE EN FRANCE, Paris,
1924, p. 336.

Crichton, G. H.,, ROMANESQUE SCULPTURE IN ITALY, London, 1954.

Réau, L., ICONOGRAPHIE DE L'ART CHRETIEN, Paris, 1955-59,
t. I, pp. 121-123; lists churches in France where carved mer-
maids are found; section on doubling, pp. 295-296.

Shepard, K., THE FISH TAILED MONSTER IN GREEK AND ETRUS-
CAN ART, NEW YORK, 1940.

Venturi, A., STORIA DELL'ARTE ITALIANA, Milan, 1901-40, vol.
I, p. 123,

Waser, O., SKYLLA UND CHARYBDIS IN DER LITERATUR UND
KUNST DER GRIECHEN UND ROMER, MYTHOLOGISCH- ARCH-
AOLOGISCHE MONOGRAPHIE, Zurich, 1894, p. 43.

The colors for the mermaid are varied in such a way that the hair is
in yellow green, the face and tails in gold, the body in purple; the
apron has a row of salmon pink followed by a row of yellow green,
while the fins, hands and finials of the tails are in salmon pink. The
salmon is probably faded. The outlining threads are in contrasting
colors so that the body, apron, fins, hands and finials are outlined in
purple; the other parts are outlined in salmon pink.

In the upper body, arms and hands of the mermaid, the body of the
lion, the animal parts of the centaurs, and the torso of the figure with
raised hands, the gold from the surface weft is probably partially ob-
scured by a special binding for these areas, or it may be missing.

See note 7.

The three examples cited are narrower than the mitre band but the
differences in width are not great; the Metropolitan mitre band is
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16.

17,

18.

19,

20.

21.

22,

23.

24.

10.5 cm. wide, the Abegg band, 8 cm., Frederick II shoes, 7 cm., and
the fanons 3 cm. The widest examples of the group of XII century
woven gold bands contain no mermaids, but since they are exception-
ally handsome examples, they are worth mentioning: one is the widest
of the various bands onthe chasuble from St. Peter's Church, Salzburg,
now in the ‘Boston Museum of Fine Arts, width 13.5 cm. (see Townsend,
OP. CIT., pp. 5-17); another occurs on a chasuble of St. Wolfgang in
St. Emmeran, Regensburg, width 11.5 cm. (see Miiller-Christensen,
OP. CIT., no. 16, Abb. 9); a drawing of the design on the shoulder
bands of the Regensburg chasuble is illustrated in Cahier et Martin,
OP. CIT., vol. II, pl. XVI; most of the bands on this chasuble are
badly worn and the shoulder bands are the best preserved. See also
note 4.

For the pairing of the mermaid and the centaur in medieval art see
section on the Centaur, to appear in a subsequent issue.

Baltrusaitis, REVEILS ET PRODIGES, p. 104 ff.

Carmody, F. J., PHYSIOLOGUS LATINUS VERSIO Y., University of
California Publications in Classical Philology, Berkeley, 1933-44, vol.
XII, p. 95; Carmody cites over 250 manuscripts in Latin, Romance
and German languages copied between 1100 and 1400 A.D.

Woodruff, H., "Physiologus of Bern," ART BULLETIN, 1930, p. 236,
fig. 22.

Druce, G. C. (translator), BESTIARY OF GUILLAUME LE CLERC,
Invidio Press, 1936, pp. 36-37, 1053 ff, For dating see Réau, OP.
CIT.,t. 1, p. 121, n. 3. In a thirteenth-century manuscript in the
Arsenal Library, Paris, an illustration shows the 'bird-lady' siren
accompanied by two mermaid sirens, whosefishy tails are submerged
in the water so that it is impossible to know whether the tails are
single or double. See Jalabert, OP. CIT., p. 433, or fig. 1, and Cahier
et Martin, OP. CIT., t. I, p. 172,

Berger de Xivrey, J., TRADITIONS TERATOLOGIQUES, DE MON-
STRIS, cap. VIII, "Sirenae."

Berger de Xivrey, OP. CIT., cap. XV, "De Scylla;'" cap. XVIIL, "Iterum
de Scylla.,"”

Virgil, AENEID, book III, p. 426, Loeb Classical Library.

Poole, R. S., CATALOGUE OF THE GREEK COINS IN THE BRITISH
MUSEUM, vol. 23, "Italy," London, 1873, p. 232, no, 52, Commemora-
tive coins with the figure of Scylla attacking Ulysses' ship exist from
the time of Hadrian, and also from the time of the Emperors Commo-
dus (A.D. 161-192) and Septimus Severus (A.D. 193-211) and even as
late as the reign of the Emperor Theodosius (A.D. 356-394). On all
of these contorniates, the design is the same but in the late ones there
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25,

26.

217,

28,

are errors made when the worn molds were reworked (Fig. 24). See
Alf6ldi, A., DIE KONTORNIATEN, Leipzig, 1943, Taf. LXVL 5, 6, 7,
8; Taf. LXVII‘ 5, 6; Sabatier, J., DESCRIPTION GENERALE DES
MEDAILLONS®CONTORNIATES, Paris, 1860, p. 86 ff, Tav. XII, 11,
12, 13, These errors suggest that the pictorial tradition of the
Homeric story was no longer so well known, although the literary
tradition was still familiar to the learned, as references inthe writings
of St. Jerome and others testify.

Waser, O., SKYLLA UND CHARYBDIS IN DER LITERATUR UND
KUNST DER GRIECHEN UND ROMER, MYTHOLOGISCH-ARCHAO-
LOGISCHE MONOGRAPHIE, Zurich, 1894, p, 111, says the tails here
are "'scaly with foliate stylization." According to Vinet (MONUMENTI
INEDITI, Rome, 1943, vol. 15, p. 199) the figure of Scylla has "deux
queues de poisson couvertes d'écailles’ which is in opposition to the
drawing in the volume of plates (MONUMENTI INEDITI, Rome, 1839-
43, vol. III, Tav. LI, 3) where acanthus-like tails are shown. It has
not been possible to see this fresco, and it may be that it has faded so
badly that no positive statement about the tails could now be made.

See Faral, "La queue de sirénes," OP. CIT., pp. 461-478 for his dis-
cussion of the dating and ascription of authorship to Audelinus
(Aldhelm), Bishop of Sherborne, 639-707 A.D.

There are examples of Roman red glaze pottery found in England and
in France which show figures of Scylla, see Walters, H. B., CATA-
LOGUE OF THE ROMAN POTTERY. . ,British Museum, London, 1908,
M1130, M1280, M1322, M1343, M1408, M1409, M1410, M1412, M2276
and also Stanfield, J.,, CENTRAL GAULISH POTTERS, London, 1958,
Butio 60, no. 675; Avitus and Vegetus 63, no. 9814; Donnaucus Style
45, no. 525; Moxsius 152, no. 1. A fine gem showing Scylla exists in
the Correr Museum, Venice. There are also two in the British
Museum, see Walters, H. B, CATALOGUE OF THE ENGRAVED
GEMS AND CAMEOS. . . , British Museum, London, 1926, no. 1302,
no, 3110,

For the group (in fragments) found at Hadrian's villa, see Aurigemma,
BOLL. D'ARTE, XLI, 1956, p. 57, figs. 3,4, etc. Another grbup iden-
tified as Scylla and Ulysses' companions was found at Sperlonga in
1957 (see LONDON ILLUSTRATED NEWS, Oct. 26, 1957, and Dec. 28,
1957; and Jacobi, G., "I Ritrovamenti dell'Antro considetto 'Di
Tiberio' a Sperlonga,”” ORME DI ROMA DEL MONDO, IX, 1958).
Among Roman Scylla groups there is also the marble table base in the
National Museum, Naples, no. 6672 (see MONUMENTI INEDITI, III,
Tav. LII, 3; the marble statue, National Museum, Athens, from the
Stoa of Attalos, II century A.D. (see Lawrence, A. W., LATER GREEK
SCULPTURE, New York, 1927, p. 117). An attractive small group in
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29.

30.

30A.

31,

32.

33.

34,

35,

36.

317,

38,

marble, also fragmentary, is in the Ashmolean Museum, Oxford (see
Roscher, IV, col. 10582, fig. 21). One of the most graceful examples
of a Scylla group is the relief carving on the architrave of the Mau-
soleum of the Julii at St. Remy (ancient Glanum) erected in 10 A.D.
(see Pobé,.M., et Roubier, J., ART OF ROMAN GAUL, London, 1961,
p. 148, pl. 76). Probably connected with Scyllae associated with the
dead. See Michels, A. K., AMERICAN JOURNAL OF PHILOLOGY,
LXV, 1944, pp. 137-138.

Ovid, METAM. XIII, 900; XIV, 1-74.

In a unique example by a follower of the sculptor Willigelmo, now in
the Museum of the Duomo, Modena, the mermaid's feet protrude from
the ends of her uplifted tails. Humor as well as fantasy must have in-
spired the sculptor of this distinguished carving (see Quintavalle,
A, C., "Willigelmo," I DIAMANTE DELL' ARTE 28, Firenze,p. 70).

Waser, OP. CIT., p. 43.
Virgil, CIRIS, Loeb Classical Library, lines 65-88, p. 411,

SELECT LETTERS OF ST. JEROME, translated by F. A. Wright,
Loeb Classical Library, XIV, p. 39; CXX, p. 401,

St. Chrysostom, Homily IX, OXFORD LIBRARY OF THE FATHERS,
1839, vol. IV, p. 121,

SIDONIUS, LETTERS OF, translated by C. M, Dalton, Oxford, 1915,
Book I, Ep. L

See note 20.

It was against the graphic carving and worldly character of medieval
church sculpture that St. Bernard railed in his famous letter. See
Panofsky, E., ABBOT SUGER, Princeton, 1946, p. 25.

Baltrusaitis, J., LE STYLISTIQUE ORNAMENTALE DANS LA
SCULPTURE ROMANE; Réau, OP. CIT., vol. I, pp. 293-295.

Among the small bronzes from Luristan there is a unique piece,
formerly in the Van der Heydt collection, and now in the Rietberg
Museum, Zurich, representing a double-tailed mermaid similar in
pose to the medieval European type. No other example of a double-
tailed mermaid from Luristan is known. The tails of this creature
have the diagonal incisions or hatchings which suggest the feathers of
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39.

40,

41,

42,

43.

44,

45.

46.

winged beings seen on many Luristan bronzes. Nevertheless, it is
possible to doubt the Luristan origin of the mermaid from the Rietberg
collection, as it seems doubtful that the Lurs who lived in a mountain-
ous area of Iran would have developed a water goddess, a deity usually
associated with seafaring people; see Goldman, B., "Luristan Water
Goddess," ANTIKE KUNST, 1960, heft 2, p. 53 ff.

Waser, OP. CIT., p. 43.

Others among them who may be cited are the carved double-tailed
Roman nereids which decorate two marble bases in the Borghese
Gallery, Rome (see Robert, K., MYTHOLOGISCHEN CYKLEN, vol. II,
Deutsches archiologisches Institut, [Berlin, 1890-], p. 1; Rumpf, A.,
DIE MEERWESEN AUF DEN ANTIKEN SARKOPHAGRELIEFS, vol.
V, OP. CIT., Abb. I and Tafel I). Also the figures from Lycosura
(second century B.C.) in the National Archeological Museum, Athens,
whose scaly double tails rise to the back while their hands hold up a
lintel above them (see Pausanias, DESCRIPTION OF GREECE, tran-
slated by J. G. Frazer, London, 1898, vol. IV, Bk. VIII, p. 377).

Lucian, DEA SYRIA, 14; DIODORUS OF SICILY, Bk. II, 4.2-4; on
p. 359 of the Oldfather translation of Diodorus (1933) the story of Der-
keto, taken from Ctesias, is repeated. Fontenrose, '"White Goddess
and Syrian Goddess,' SEMITIC AND ORIENTAL STUDIES, ed. W. J.
Fischel, University of California, Berkeley, 1951, pp. 125-148.

Gravina, D. B. IL DUOMO DI MONREALE, Palermo, 1939, p, 137 and
Tav. 5B. A similar pair of doors at Trani are by the same artist and
contain the same designs in the borders.

Pausanias, OP, CIT., Bk. VIII, cap. XLI, 6.

Grant, M,, THE MYTHS OF HYGINUS, University of Kansas, Human-
istic Studies, no. 34, 1960, p. 123, Fulgentius, writing in the sixth
century A.D., suggests the same parentage for Scylla, and he may have
taken this idea from Hyginus (MYTHOGRAPHI LATINIL ed. T.Munck-
erus, 1681, p. 151). The double forms and multiple extremities of
Echidne's brood have suggested a non-Greek origin of the myth.

Waser, OP, CIT., p. 89.

There is a large red silk banner decorated with an embroidered
double-tailed mermaid of the late Renaissance period in the Correr
Museum, Venice, while little double-tailed mermaids or mermen are
carved on capitals in the courtyard of the Ducal Palace and on other
Venetian Renaissance buildings of the water-bound city.
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Diagram Figure A, This diagram shows the warp ends A, B, C, D (rep-
resenting the colors green, pink, white, purple) as they bind the main weft
E in a 4-1 warp twill. The warp B alsobinds the gold surface weft F while
maintaining its regular course in warp twill with the main weft E. The
warp D is shown midway in the Diagram (area G) as it floats over the gold
surface wefts for patterning, The floats of the warp twill made by all the
warp ends and the ground weft may be seen descending from upper left to
lower right, while the diagonals of thebinding points of the weft twill effect
made by the warp B and the gold surface weft may be seen descending in
the opposite direction from upper right to lower left. Drawing by Barbara
Teague.
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Figure 1. Front of the bishop's mitre; from the Convent of Neustift,
Brixen, XII century. Metropolitan Museum of Art, New York.
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Figure 2. Back of the bishop's mitre from the Convent of Neustift,
Brixen, XII century. Metropolitan Museum of Art, New York. Photograph
shows the design of the band that makes the streamers.
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Figure 3. Detail of the bishop's mitre showing the gold band which rises
to the peak of the mitre at the front. Below it, one sees the upper part of
the brow-band showing the upper partof the centaur. Metropolitan Museum

of Art, New York.
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Figure 4. Part of a centaur at the middle of the back of the mitre. The
fabric is cut at this point and a piece from another gold band was inserted
to enlarge the head size. Metropolitan Museum of Art, New York.
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Figure 5. Double-tailed mermaid from the brow-band of the XII century
mitre from the Convent of Neustift, Brixen., Height of the mermaid is 3.5
centimeters, height of the band is 8.8 centimeters. Metropolitan Museum
of Art, New York.

Figure 6. Centaur from the brow-band of the mitre from the Convent of
Neustift, Brixen (Bressanone), Italy, XII century. Metropolitan Museum
of Art, New York,
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Figure 7. Figure from the brow-band of the mitre from the Convent of
Neustift, Brixen (Bressanone), Italy, XII century. Height of the figure 3.8
centimeters. Metropolitan Museum of Art, New York.
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Figure 8. Enlarged photograph showing profile of heads, and front legs of
two animals on left of the "Alexander' motive on the bishop's mitre from
Brixen (Bressanone), Metropolitan Museum of Art, New York. (See also
Fig. 7).
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Figure 9. Lion at the back of the brow-band of the XII century mitre from
the Convent of Neustift, Brixen (Bressanone), Italy. This photograph also
shows the piece let in at the back to enlarge the head size of the mitre,
Height of thelion 3.8 centimeters, Metropolitan Museum of Art, New York.

Figure 10. Detail of St. Mauritius belt, Schatzkammer, Hofburg, Vienna,
Design in red, purple, green and white on a gold ground. XII century.
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Figures 11 & 12, The coronation shoes of the Emperor Frederick IL
From F. Bock, DIE KLEINODIEN DES HEILIGEN ROMISCHEN REICHES,
Taf. IV, Fig. 6.
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Figure 13, Detail from the brow-band of a XII century bishop's mitre,
Abegg-Stiftung, Riggisberg, near Bern, Switzerland.
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Figure 15. Scylla, Melian relief, British Museum, London.

Figure 16, Silver coin from Heraclea, IV-III century B.C. American
Numismatic Society, New York. Shows Athena wearing a helmet decorated
with figure of Scylla across the front.
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Figures 17 &18. Cup showing Scylla about to strike Ulysses' ship with an
oar; her name inscribed above. The Louvre, Paris. Photo Chuzeville.
Drawing of the cup from Courby, F., LES VASES GRECS A RELIEFS,
Paris, 1922, Fig. 57, p. 30.
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Figure 19. Dodona Relief, National Museum, Athens, III century B. C.

Figure 20, Bronze mirror case. Staatliches Museum, Berlin, IV century
B. C. ‘
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Figure 21. Boscoreale Plate, British Museum, London,

Figure 22. Silver denarius of Sextus Pompey, 38-36 B. C. American
Numismatic Society, New York.
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Figure 23. Fresco from Stabia, Naples Museum, Italy. From MONUMEN-
TI INEDITL, Vol. I, PUBLICATI DALL' INSTITUTO DI CORRESPOND-
ENZA ARCHEOLOGICA (Rome, 1843), P1. LIIL 3.

Figure 24. Roman contorniates of Theodosius (A.D. 356-394) with mis-
understood concept of Scylla. One tail has become a huge fish (right hand
example) and in another, a tail has become a tree (left hand example).
From Sabatier, DESCRIPTION GENERALE DES MEDAILLONS CONTOR-
NIATES, Pl XII, 11,12,13, An example of the middle coin above exists in
the American Numismatic Society, New York.
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Figure 25. Etruscan cinerary urn, II-II century B.C. Museo Etrusco
Gregoriano, the Vatican, Rome.

Figure 26. Etruscan cinerary urn with Scylla and the companions of
Ulysses, II century, B.C. National Museum, Palermo. Photo Superinten-
dent of Antiquities, Palermo,
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Figure 27. Back of grave stele showing Scylla at the top. Civic Museum,
Bologna, Italy, V-IV century, B.C. Reproduced from Zannoni, GLI SCAVI
DELLA CERTOSA DI BOLOGNA, Vol, II, Tav, XXXXVI, 2,
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Figure 28. Etruscan grave stele with scenes from the Odyssey with Scylla
on bottom panel. Reproduced from Elderkin, G. W., "Scenes from the
Odyssey on an Etruscan Grave Stele at Bologna," AMERICAN JOURNAL
OF ARCHAEOLOGY, Vol. XXI, 1917, p. 400. Civic Museum, Bologna, V

century, B. C.
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Figure 29, Etruscan cinerary urn, National Museum, Palermo. III-II
century, B. C.
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Figure 30. Etruscan cinerary urn, III century, B.C., from Chiusi., Boston
Museum of Fine Arts, Boston, Mass.
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Figure 33. Capital on a window column of the church of San Martin of
Fuentiduefia, XII century. On loan from Spain to the Metropolitan Museum
of Art at The Cloisters.
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Figure 34. Double-tailed mermaid on a pier in the nave of the Cathedral,
Parma, Italy. XII century.
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Figure 35. Capital, Cloister, Monreale Cathedral, Photograph Fogg Art
Museum, coll. A, K. Porter.
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Figure 36. Detail of lesser door of Monreale Cathedral, Sicily, showing
panel of roundels with Hercules and the Lion, a crossed-tail mermaid, and
a centaur, XII century. Photo Alinari-Art Reference Bureau, Ancram,

New York.
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Figure 39, Tympanum from Hadrian's Temple, Ephe>sus, II century, A.D.
Photo E. Standen.,

Figure 40. Detail of Italian embroidery, XVI century. Boston Museum
of Fine Arts, Boston, Mass.
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NOTES FROM ABROAD

One of the highlights of the recent Silver Jubilee in London was the
Royal School of Needlework's superb exhibition at the Royal College of
Art. Such well known items as Mary Queen of Scots' cushion cover from
Hardwick Hall and the 18th-century wax baby and cradle from Parham were
among many hundred exquisite exhibits.

Lady Mark Fitzalan Howard, the Chairman of the Royal School, is now
hoping to prepare a traveling exhibition which will include royal and other
historic needleworks. Details of this, and of the Friends of the Royal
School, are available from The Royal School of Needlework, 25 Princes
Gate, London SW7 1QE.

Another royal exhibition, held recently in Windsor Castle, included
needlepoints by Princess Alexandra, Mrs. Angus Ogilvy. Other items in
this personal exhibition included paintings by Prince Philip and his two
elder sons, Prince Charles and Prince Andrew, and feather arrangements
worked by Princess Margaret.

The preservation of old embroideries is something that concerns all
those connected with fine needlework. In England, the Textile Conservation
Centre, under the direction of Mrs, Karen Finch OBE, is in a 'Grace and
favour' apartment, by courtesy of Her Majesty Queen Elizabeth II, at Lon-
don's Hampton Court Palace.

The Textile Conservation Centre can only be visited by prior arrange-
ment. Trained conservateurs are, however, now also working in many
other places. They lead groups of volunteers who spend many hours
patiently cleaning, restoring and strengthening curtains, bed and chair
covers and other items, Visitors to Erddig in Wales can see the restora-
tion work being done by Sheila Stainton's team. Other projects include
those under the direction of Marjorie Findlay at Bowhill and Hopetoun,
both in Scotland, and National Trustgroups working in such English houses
as Cotehele and Knole.

— Mary Gostelow

53



BOOK NOTES

Gerda Bengtsson and the Danish Handcraft Guild, with Ginnie Thomp-
son, UNITED STATES STATE FLOWERS IN COUNTED CROSS-STITCH,
New York, Van Nostrand Reinhold Company, 1977.

There is a delicacy and sweetness to Danish cross-stitch which shines
through these patterns of state flowers of the United States. Prepared for
the Bicentennial, it is a permanent addition to botany and embroidery
design. Gerda Bengtsson, chief designer of the Danish Handcraft Guild,
spent three years in collecting, studying and rendering these flowers for
counted cross-stitch. Whether used as individual motives or in groups,
their charm and original colorings yield an unexpected freshness.

— Frieda Halpern

Pamela Clabborn, THE NEEDLEWORKER'S DICTIONARY, London,
William Morris and Company, Inc., 1976, American entries by Helena von
Rosenstiel.

This'is a fascinating collection of information for the embroiderer,
alphabetically arranged to cover almost two thousand entries. They are
cross-referenced so one can go from one definition to another; authorities
whose works are listed in the extensivebibliography are indicated for fur-
ther study. There is an international list of museums, endless illustra-
tions, descriptions of stitches, of embroidery and weaving tools, of kinds
of embroidery, national designs, famous embroiderers and designers,
needlework societies and collections.

As an indication of how widely the authors have roamed, there are
entries for Bess of Hardwick, dowlas, etui, the Flowerers, mossoul stitch,
the Rasmussen Collection, the Walston vestments, and Zari embroidery.

Whether to look up one entry, to browse through its pages, or'to dis-
cover that gauze takes its name from Gaza, this is a book to own, to con-
sult, and from its bibliography to move into the whole world of embroidery.

So far, only one entry is missing; the National Standards Council of

American Embroiderers.
— Frieda Halpern



Mary Gostelow, BLACKWORK, New York, Van Nostrand Reinhold
Company, 1976,

For years, Moyra McNeill's and Barbara Geddes' book on blackwork
was the standard work. Now Mary Gostelow has backed them up with hers,
There are beautiful photographs (with full credit to her husband) and an
historical survey going beyond Katherine of Aragon to Chaucer and the
Moors in Spain, with a look at the working of double-running stitch in
Europe, culminating in the designs painted by Holbein,

Many of the illustrations, of work both old and new, have not been seen
before in books on blackwork, including the fascinating blackwork panel
and its companion piece in polychrome embroidery from the Burrell Col-
lection. There are many portraits of court figures with a magnificent
rendering of blackwork like the portrait of Mary Cornwallis by George
Gower, all part of a discussion on blackwork and costume, illustrated with
samples of superb workmanship and great charm.

There is a chapter on monochromatic embroidery, either blue and
white from Deerfield, or red and white from the Slav countries, as well as
one on Damascus goldwork. Perhaps they are first cousins, but it is a
controversial position.

The commentary and illustrations are most welcome, as they help re-
store blackwork to its original dimension, as against some new books on
the subject where it is treated as an exercise in lines on graph paper with-
out form or distinction. But when the authorforgets her role as research-
er and expositor and takes on that of teacher and leader, the book becomes
tedious and dull.

— Frieaa Halpern

Fannie Hillsmith, THE UPS AND DOWNS OF NEEDLEPOINT, New
York, A, S. Barnes and Co., Inc., 1976.

This is a different kind of book, The emphasis is on design, not on
technique. Written for the beginner, the three canvas stitches - tent,
half-cross and basket weave - are described and explained by The Song of
The Needle:
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Even Steven, even Steven,

UP is odd, DOWN is even.

To be truly UPRIGHT for a person is fine,

But UP RIGHT in needlepoint will worsen design,
Sq remember this rule and never lose sight:

To never go UP and never go RIGHT.

Once the technique is explained, the author goes to great lengths to
impress upon the student the importance of good design, the relationship
of design to the background, and the value of public collections for inspira-
tion and motives,

Most of the book is concerned with how to make motives, borders and
pictures come tolife as new designs. All sorts and methods of duplication,
re-arrangement, enlargement and color transposition are discussed. Mrs.
Hillsmith is a widely exhibited painter, printmaker and jeweler. Her
enthusiasm for good design and careful workmanship is evident in this
thoughtful application of fine art training to needlepoint.

— Frieda Halpern

Margery Burnham Howe, DEERFIELD EMBROIDERY, New York,
Scribner's, 1976.

What led Margaret Whiting and Ellen Miller to their search for
eighteenth-century colonial embroideries and to the founding of the Deer-
field Society for Blue and White Needlework? A problemthathas fascinat-
ed many an embroiderer - what are the possible variations on a stitch?

When they came across a few pieces of old embroidery in the Mem-
orial Hall Museum in Deerfield, the two women decided tc make one
replica of each for the record, as they combined influences of which
Margaret Whiting said, ""Rub Oriental art through a Puritan sieve and how
odd is the result; how charming and how individual." As they began to
work these designs, they realized that the number of stitches were very
few, but the variations endless, and so too were the combinations of leaves,
flowers and birds in the patterns. Thus began their search for similar
old embroideries for household and personal use. They located and
studied them and emerged with designs, distinctive in stitchery and design,
of eight different embroiderers scattered through the area whose work was
characteristic enough to be attributable.

As they began to copy these originals and their work became known,
people wanted to buy these replicas. Under the influence of Ruskin, they
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founded The Deerfield Society of Blue and White Needlework. They trained
a group of local women, who were paid for their work, to meticulously
copy the original patterns. They dyed their own linen and wool and design-
ed all manner of contemporary uses for these old patterns, re-arranging
stems, leaves, flowers and birds as required.

The story of how it was done; the designs and stitches of each of the
eight embroiderers in clear drawings of their work as well as careful ex-
position of the stitches and appropriate color ways are all here. There is
a careful supplement on dyes, equipment and instruction, including Miss
Whiting's original recipe for indigo.

The book opens with an overall view of Deerfield in the 1870's and an
account of the Hon, George Sheldon who wrote about it, The description of
Deerfield, an old New England village, overrun by Indians in 1704 andthen
rebuilt, is priceless for what it tells us of the times. Most striking is the
individuality of the townsfolk, from the housewife who read Plato as she
churned the ice-cream to her neighbor who stopped a funeral procession
because she just "‘wanted to know'' who had died.

Our debt is to the two remarkable women who have left us this herit-
age, and to Mrs. Howe who recorded it.

— Frieda Halpern

Lilo Markrich, PRINCIPLES OF THE STITCH, London, Henry Reg-
nery Company, 1976,

Scholars and students of embroidery have various methods of classi-
fying embroidery stitches. Whatever the method of classification, it is
generally based on the placement of the stitch in relation to the underlying
fabric. The author of this book has evolved another method of classifica-
tion - the motion of the hand in creating the stitch. On the resemblance
she sees between this and the motion of the hand-weaver she ha$ based
her book.

Many questions, both anthropological and aesthetic, come to mind
when reading it. Granted that there can be no embroidery without a tex-
tile, why embroider when the loom is available? This question is neither
asked nor answered in this highly personal discussion which evades the
questions it raises by stating that it is a how-to book on the ''use of flat
stitches, color and shading."
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Therefore, for the embroiderer, the book is out of focus. As witness
the following:

"...a different set of variations of the basic wrapping stitch is
used as a geometric patterning device on a primary fabric
with exact spacings between the interlaced warp and weft. To
produce a stitch, the worker counts the number of warp or
weft elements that must be crossed by the embroidery element
as it passes from one hole to another. The crossings can be
vertical, horizontal or diagonal, The wrapping motion is either
clockwise or counter-clockwise."

This quotation is a description of counted satin stitch. To an ex-
perienced embroiderer who clues in to the particular angle (i.e. weaving
techniques) from which the author regards embroidery, this book pro-
vides much interesting reading, many historical insights and a new point
of view, For the beginner, it must indeed be confusing and difficult.

— Frieda Halpern

Jack Lenor Larsen, Alfred Bihler, Bronwen and Garrett Solyom,
THE DYER'S ART: IKAT, BATIK, PLANGI, New York, Van Nostrand
Reinhold Company, 1976.

This is the most ambitious volume in a small and obscure literature
concerning fabric patterned by the several resist-dyeing processes, now
mainly practiced in technologically backward places but once far more
widespread. In execution and in visual result, these processes have little
in common: batik is fundamentally a painting in wax ("immersion paint-
ing'); plangi is tie-dye of finished fabric; ikat is tie-dye of yarn before
weaving. But basic principles implicit to resist-dyeing are shared: the
active work of the artist (waxing or tying) occurs almost always in the
negative (reserved) space, often leading to a heightened and equalized
interplay of foreground and background; dyes define pattern, which is em-
bedded within the fabric rather than applied to the surface or attained by
particular weaves. Archaic and exceedingly laborious, in '"ethnic' hands
these techniques frequently yield haunting imagery under ritual require-
ment - primitive art - while contemporary Western weavers appear to
enjoy liberation from the loom and an extraordinary freedom of color and
line.
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THE DYER'S ART undertakes a comprehensive worldwide survey of
resists, ancient to contemporary. Three articles, originally published in
Ciba Review by the Swiss authorities Alfred Steinmann and Alfred Biihler,
are the heart and best component of the book. Updated by Bihler for this
occasion, they are essential accounts of the history, production, and use of
resists. A lively visual vocabulary informs the photographic captions,
emphasizing design, energy, and art over technical analysis (a rare and
happy departure from custom). Fine illustrative pictures of the materials
and processes that produce these textiles are included. A discerning
annotated bibliography points to important but little-known items. There
is information on dyestuffs and dyeing, and a rather metaphysical dis-
cussion of the (largely commercial) future for resists. Interesting are
the reproductions of works by sophisticated modern weavers - e.g. Ameri-
cans who combine an unlimited palette with a painterly surface, or Japan-
ese working with texture, muted color, and spare pattern. There is, in
short, something of value here for everybody: weavers, designers, art
historians, collectors.

But it is peculiar, in view of rising interest in the resists, that no one
has yet sifted with discrimination through the extraordinary colonial-era
museum and private collections, mainly European, to publish a distillation
of the finest ethnographic pieces. THE DYER'S ART passes this oppor-
tunity. Radically uneven quality of plates - too much trash - is its most
serious problem. Marvellous and inconsequential pieces mingle indis-
criminately on expensive pages; insightful descriptions which accompany
the former insensibly acquire the look and false language of glossy maga-
zine advertisement while handling the latter. Among the more than 300
plates are extraordinary, authentic examples of their types, collected or
shown in use at an earlier period; but in treating classical or tribal
cultures, the book features many very recent works, heedless that the art
of virtually all these societies has suffered a serious lapse in quality as it
impacts upon the present era. Other problems, with layout (an often be-
wildering and disjointed mix of text, pictures, and captions) or color re-
production (garishly exaggerated), are dismissed as technical. The book's
merits do outweigh its flaws. Only the authors' high qualifications, stress
on art rather than ''craft" or method, and very broad scope arouse dis-
appointment at the failure to produce a thorough handbook for connois-
seurs.

— Jeff Holmgren
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MOLAS: FOLK ART OF THE CUNA INDIANS, Ann Parker and Avon
Neal, 252 pp. 186 photographs in color, over 200 in black and white. Barre
Publishing Co. distributed by Crown Publishers, Inc.

The San Blas Islands are off Panama; it is there where the Cuna
Indians live. The most important connection between these Indians and the
outside world is the women's Mola blouse. Mola (moh-lah) means clothing
or blouse in Cuna dialect but from custom has come to mean the single
panel of a Cuna woman's appliquéd blouse. Appliquéd really in reverse
for two or more layers of brightly colored cotton cloth are cut and tucked
under to reveal the colors beneath. The colors so revealed are fascinating
--black, orange red, yellow, indigo blue. Not only does the choice of color
but the weight of line and its complexity influence the design.

Children are exposed to seeing Molas made from an early age. Mola
blouses have existed for over 100 years, the designs being an extension of
body painting which existed for centuries. This unique appliqué is not
practiced by neighboring Indian tribes nor any other culture on earth, It
is women's art; only a few men, mostly albinos, do this female work.

With the opening of the Panama Canal in 1914 and with the installation
of U. S. military bases, opportunity for jobs for Cuna men came. Cuna
Indian men employed in Panama brought back to the islands for the women
strange items--patriotic souvenirs, American flags, match boxes, etc.
The Cuna women were quick to transform the colorful designs into their
stitchery, Canned food labels, cereal advertisements, etc, soon appeared
on Molas, Christian missionaries brought them pictorial themes of
Biblical legend. The stories of Adam and Eve, the Three Wise Men, the
Nativity were all used in their embroidery, later worn at festivals. So
great is the skill shown on Molas depicting the Crucifixion that it appears
only a woman with confidence would attempt the task. Among primitive
peoples, Christ most often appears as a black man, but Mola makers also
color Him white or yellow, or green, blue or pink. The pictures of air-
craft and space craft have influenced Mola makers too.

Ann Parker has done a superb job in photographing hundreds of Molas
(186 in color) for our education and pleasure. Avon Neal has explained the
story in an entertaining, witty and scholarly fashion, Such spirited and
enthusiastic recorders of folk art as the Neals should do much to keep
alive the fascinating art of the Mola makers. A word of praise is due
those who contributed to the construction of the book, Its shape and size
lend to the ease of holding the volume, and the clear type is a joy toread.

— Edith Achilles
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Carol Cheney Rome and Donna Reidy Orr, NEEDLEPOINT LETTERS
AND NUMBERS, New York, Doubleday and Co., Inc., 1977.

A very much needed book. It answers many questions about how to
put lettering, both ancient and modern, on canvas and what stitches to use.
The diagrams are easy to follow, and the clear instructions throughout the
book make it easy to use. The colored illustrations give many ideas for
making presents. The black and white illustrations show only the stitches.
A must for your needlepoint reference library.

— Deidre Chapin

NEEDLEWORK, AN HISTORICAL SURVEY, edited by Betty Ring,
New York, Main Street Books, 1975,

Betty Ring, in her introduction of this excellent selection of essays on
needlework from ANTIQUES Magazine, tells us its purpose is to supple-
ment Georgiana Harbeson's AMERICAN NEEDLEWORK. And so it does!

Research into this field received its impetus in the Philadelphia Cen-
tennial of 1876. From the exhibits there of contemporary British needle-
work, Candace Wheeler set about exploring earlier American needlework.
The Needle and Bobbin Club of New York took up the challenge in1916, and
in 1938 Georgiana Brown Harbeson published AMERICAN NEEDLEWORK,
the definitive book on the subject. NEEDLEWORK, a collection of articles
from the last 50 years of ANTIQUES Magazine, is a worthy addition to this
effort,

The fund of authentic information available is very great, whatever
your interest may be. But there are lovely nuggets like the piece on bed
ruggs, a completely American, found-nowhere-else technique, using the
running stitch with a surface pile to create an object of warmth and beauty.
Or the sentiment we've all been lookingfor when we examine our American
samplers and wonder at the patience of the young girls who made them.
We find it in the work of Patty Polk of Kent County, Maryland, who has
immortalized herself by embroidery. ''Patty Polk did this and she hated
every stitch she did in it. She loves to read much more."

And there is the most illuminating article on Berlin wool work which
the author develops within the framework of a completely different concept
from the one which we learned from Candace Wheeler. It is the author's
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contention that Berlin wool work brought about the democratization of
needlework by making patterns and the new aniline-dyed wools available.
This is a most interesting concept similar to the availability of the manu-
factured steel embroidery needle and its effect on the domestic embroid-
ery explosion in the reign of Elizabeth L

Whatever your interest in articles worked with the needle, whether
crewel, stumpwork, the Fishing Lady embroideries, mourning pictures,
samplers, quilting, patchwork, Pennsylvania-German pillowcases, the
Caswell and other embroidered carpets, or the origin of the hooked rug,
you will find much in NEEDLEWORK to interest and inform you. I know
how much pleasure you will receive from it.

— Frieda Halpern

Susan Burrows Swan, A WINTERTHUR GUIDE TO AMERICAN
NEEDLEWORK, New York, Crown Publishers, Inc., 1976.

The first three books inthe Winterthur Guide series have now appear-
ed. This one on American needlework, through its illustrations and ac-
companying text, takes us from colonial beginnings to not so long ago
(1650-1890).

For our enjoyment and education, we are led through the gamut of
embroidery, its technique and materials, and the external variations in
human ingenuity within the restraints of a particular fashion, time and
place. From samplers to canvas and crewel, and into silk work and the
opening of the China trade after the Revolution, to mourning pictures,
quilting, tambour work, knitting, whitework, bed ruggs and sailors' em-
broidery, it is all here. The descriptive text is interspersed with histori-
cal information and local color, gleaned by the author from newspapers of
the period - advertising material, study classes, design painting, and the
availability of artisans to do finished work.

— Frieda Halpern
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TAPISSERIES BRUXELLOISES AU SIECLE DE RUBENS, Exhibition
catalogue, Musées royaux d'Art et d'Histoire, Brussels, 1977.

In the 1976_issue of the BULLETIN OF THE NEEDLE AND BOBBIN
CLUB, I described the catalogue of an exhibition of baroque tapestries
from the collection of the Kunsthistorisches Museum, Vienna, organized
by Dr. Rotrud Bauer and shown at Schloss Halbtrum. The catalogue was,
of course, in German, so those to whom French is a more familiar lang-
uage will be glad to know that the same tapestries were sent to Brussels
last summer and that Dr. Bauer's catalogue entries were translated for
the Belgian catalogue. These did not include any tapestries designed by
Rubens himself, but Guy Delmarcel added the eight pieces of the HUNTING
SCENES and five of the HISTORY OF ACHILLES after him, as well as
four of the HISTORY OF ZENOBIA after his follower, Justus van Egmont,
from the Brussels collection.

The exhibition demonstrated how much tapestries gain from being
shown as sets all round a room, the borders touching, It is well known
that this is how they were used in the seventeenth century, but few
museums have large enough sets, or the wall-space, or the courage to
hang them in this way.

The superb condition of the Viennese sets, which were after Jordaens
and Jan van den Hoecke, contributed greatly to the almost overwhelming
splendor of the display. The catalogue is, as would be expected, given its
authors, an impeccable production. Each tapestry is illustrated in black
and white, color being used only on the cover. The HUNTING SCENES
set, it is curious to note, belonged to the Archeological Foundation, Green-
wich, Connecticut, until 1969; we can be sorry that they crossed the
Atlantic again, but glad that it has found a permanent home in Brussels.

— Edith Appleton Standen
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CLUB NOTES

The Needle and Bobbin Club's program for 1977 started on Wednesday,
January nineteénth, with a lecture on lace, 'Ornaments of Fine Thread
Curiously Woven,' by Ruth Hellman, in the Junior Museum Library at the
Metropolitan Museum of Art. A delicious tea was served afterwards in
the Executive Dining Room, through the generosity of Mrs. Charles B.
Martin, Mrs. J. S.'Davis and Mrs. J. Phelps Stokes.

Mrs. Rush Harrison Kress invited the members of the Needle and
Bobbin Club to her home on Wednesday, March sixteenth, to hear Mrs.
Aileen Earnest of the George Walter Vincent Smith Art Museum in Spring-
field, Massachusetts, give an illustrated lecture on '"Chinese Painted Silks
for the European Market." Mrs, Kress's hospitality included an abundant
tea following the lecture. Both were enjoyed by the members attending.

The Annual Meeting of the Needle and Bobbin Club was held on Wed-
nesday, April twentieth, at the home of Mr, and Mrs. Rudolph von Fluegge.
Mr. Braham Norwick of Joseph Bancroft gave a slide lecture on ''The
History of Knitting." All were so enthusiastic that Mr, Norwick became a
member, impromptu, over Mrs, von Fluegge's rich and varied refresh-
ments after the lecture.

Through a special arrangement with the Metropolitan Museum of Art
by Miss Jean Mailey, the members of the Needle and Bobbin Club had a
privately conducted tour of the exhibition of Russian costumes on Monday,
April twenty-fifth, at ten o'clock in the morning. Mrs. Stella Blum, the
curator of the Costume Institute, spoke informally.



Spring Safavi To Morristown, Wednesday, May eleventh.

Our Spring Safari in May was enjoyed by several of the members. We
travelled in two cars to Morristown stopping for luncheon at the charming
and old Wedgewood Inn, It had been a hot daybut the Inn's delightfully cool
greenhouse dining room was a most welcome respite for an hour. After
lunching, we spent the afternoon at the Ford Mansion, touring through the
house and grounds and visiting their fine museum. General Washington
spent the winters of 1777 to 1780 headquartered here, and the house and
museum were full of mementos and furnishings of those times.

Fall Safari To Boscobel, Thursday, October twentielh.

Our chartered bus left New York City on a dreary wet morning last
October, but by the time we had passed through Tarrytown the sun was
shining, A most enjoyable ride enabled us to appreciate the beauty of the
Hudson Valley in its fall colours. We stopped for lunch at the Bird &
Bottle Inn in Garrison and after being revived with their delicious fare,
arrived at the Boscobel Restoration in the early afternoon. We spent a very
rewarding time touring through the mansion and the gardens of this spec-

tacularly.restored example of the Federal style.
— Joan Guth

Through the hospitality of Miss Frances Achilles, Mrs. Warren
Adams, Mrs, Fremont A. Chandler and Mrs. J. McKinley Rose, the mem-
bers of the Needle and Bobbin Club meton Wednesday, November sixteenth,
at the National Society of Colonial Dames to attend an illustirated lecture
by one of our members, Mrs. Edith Achilles. Mrs, Achilles spoke on "A
Lady and Her Needle." Tea formed a delightful finish to the program.

The annual Christmas party for Needle and Bobbin Club members and
their husbands, friends and escorts, was offered by Mr, and Mrs. Paul
Guth in their apartment overlooking Central Park, on Friday, December
eighteenth. It was a delightfully festive occasion, and everyone came
away full of holiday spirits.
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IN MEMORIAM

The Needle and Bobbin Club cherishes the memory of mem-

bers who have died during the year.

Mvs. Wheeler Beckett
Mvs. Franklin M. Chace
Mvs. Maude Dilliard
Mrs. C. Wheaton Vaughn

Mrs. Arnold Wilson

MEMBERS PLEASE NOTE

Duplicate copies and back numbers welcomed for resale. Please mail
to Mrs. Paul Guth, 955 Fifth Avenue, New York 10021, New York.

Especially needed are 1916, 1928, and 1931,
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