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(sewing = naaien in Dutch, but also a vulgar verb for making love).
Approximate translation of the poem by Jacob Cats, Proteus 38~

I talked to a Rosemouth

While she was sewing.

I complained about my sorvrvow,

Heav how she was appeasing me:

"Come on,"" she said, '""come along

And look at my seam,

Observe this maiden wovk

And what happens to it.

Here a steel point is sent forward

The thvead comes after that

To heal the wounds.

See, friend, there is no joy but aftev pain suffered.
He who wants sweetness without bitterness

does not make a lover."

Translated by Mrs. M. G.A, Schipper-Van Lottum



A WORK-BASKET WITH A SEWING-CUSHION

M.G.A. Schipper-Van Lottum

When visiting the Gerard Ter Borch exposition in the Mauristshuis at
The Haguel, my attention was drawn to some objects of a domestic nature
to which Ter Borch gave a rather important place in several of his paint-
ings. In the painting, '""The Apple-paring Woman" (Fig. 1), part of a work-
basket with linen, with a sewing-cushion, is just visible, to the right of the
seated woman. How such a cushion was used is shown on the canvas, "A
Woman Doing Needlework near a Cradle” (Fig. 2). The woman is doing
needlework with intense concentration on the linen on the cushion which is
lying on her lap. This exhibition also included "Girl in Rural Costume'' 2,
On the table by her side there is also a sewing-cushipn. A piece of linen
has been casually put away on it. This arrangement, where needlework
and cushion just for a moment are pushed aside together, is also to be seen
in '""The WomanReadingaLetter"3 of the same painter. Just as in "The
Apple-paring Woman'' the cushion here is placed on the work-basket. The
attention of these three women is for the moment elsewhere, but the
needlework accessories remain near at hand so that the useful occupations
can be taken up again immediately.

Ter Borch and many painters with him liked to show their models
while doing something. This tended to make the picture less static; besides,
the sitting was less tiring for the model. In the art of painting and engrav-
ing, one frequently encounters next to women making music and reading,
women who are occupying themselves with needlework and who are using
a work-basket or a sewing-cushion, these objects sometimes containing a
small box in which sewing-things can be kept. A woman doing needlework
was the symbol of virtue as opposed to the woman who idled away her time
in vanity and idleness.

Already as early as the end of the 14th century Maria has been paint-
ed while knitting, weaving and embroidering, in miniatures, in glass - and
in wall-paintings. A Bruges miniature of about 1520 represents Maria
with the child Jesus (Fig. 3). Maria is sewing linen and in the work-basket
by her side she finds scissors and a ball of yarn ready at hand. The fol-
lowing example is found in an engraving by Hendrik Goltzius, ""The Annun-
ciation," of 1594 (Fig. 4). In this print of his own design, one sees toward
the front a wide shallow basket provided with two handles. On the linen,
scissors are lying. The oldest example so far is a print by P. Furnius
(1540-1625) from a drawing by J. Stradanus (1523-1605) (Fig. 5). The en-
graving is dated 1573 and shows an episode from the life of Tiberius and
Cornelia Gracchus. Here too, virtue is symbolized by the women doing
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needlework. Cornelia is working on an embroidery strung in an embroid-
ery-frame. She is sticking a needle with yarn into the work with her right
hand, which needle will be stuck back by her left hand. The older woman
is spinning with the help of a distaff, which is held to her waist by the belt.
The woman to the left of Cornelia is sewing on a piece of fabric, while
supporting her left hand on a cushion. The cushion is decorated with tas-
sels at the corners and ornamental ribbons on all sides. In front of her a
wide shallow sewing-box is standing on the carpet, in which a ball of yarn
and scissors are lying on the linen. From this print it can already clearly
be seen that the sewing-cushion and the work-or sewing-basket belong to-
gether. Because of this, the drawing by Willem Buytewech of 1617, "In-
terior with Family near the Fireplace,' puzzles the attentive observer. The
shape of the cushion, which the woman to the right is holding on her lap,
makes one think of the upper part of a lace-pillow, but the pins and espe-
cially the bobbins are missing. Also the gesture of the hands is indicative
of sewing, rather than of the flinging back and forth of bobbins. One is in-
clined to think of needlework on a lace-pillow, the more so since the
work-basket by the woman's side is in such an important place (Fig. 6).

It is not quite so long ago that people were of the opinion that it was
not becoming to a girl or a woman to spend her time in idleness. If a
female member of a family was not interested in literature, music or the
fine arts, nothing much was left to the mother and the daughters but doing
needlework. Linen, of which people possessed enormous quantities inear-
lier centuries, had to be made, marked, decorated and mended by hand.
Countless hours were spent on this task. Not only Ter Borch, but also
other Dutch interior and genre painters have made use of this specific sub-
ject: a woman occupying herself with her needlework, lying either loosely
on, or pinned to a sewing-cushion on her lap. Although there have been
many artists in other countries who have pictured women under the same
circumstances, that is to say doing needlework with a sewing-cushion on
their laps, for practical reasons this article seeks to give an impression
of the author's own country only.

As could be expected, both the cushion and the basket can frequently be
seen as a design on the very first testing cloths of girls who had to learn
embroidering, namely on the sampler. On these cloths the girls have em-
broidered small squares or oblong objects which are provided with decor-
ations at the corners (Fig. 7). If these are placed near the name of the
embroideress, then probably a sewing-cushion is meant. In certain situa-
tions, for example, when this design has been embroidered together with
household effects like a chair, a table or a chest, one could think of seat
cushions. As we know, nearly all chairs without upholstery were provided
with a loose seat cushion. For example, one finds them in great numbers
in 17th-century inventories. However, if this design is seen above abasket
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or exactly near to it, it is certain that a sewing-cushion is meant (Fig. 8).
The combination work-basket and scissors occurs several times on samp-
lers (Fig. 9).

Although Ter Borch did not show scissors in the afore-mentioned
paintings, many Dutch painters of the 17th century have given this utensil
a clearly visible place in the vicinity of the womendoing needlework. More
than once scissors lie on the linen in the basket; once in a while scissors
are hanging at the corner of a cushion or are lying near to it on the lap.
It also happens that the woman has scissors in her hand or that they are
on the table next to which she is sitting. Scissors and knife point to the
finiteness of life: they can cut the thread of life 4, In this connection one
could perhaps see the two feminine needlework attributes, the cushion and
the basket, as an exhortation to spend the available time as virtuously as
possible.

In addition to appearing in paintings and engravings (Fig. 10), on Delft
blue tablets (after the engraving of Geertruydt Roghman), on Chine de Com -
mande porcelain (cup and saucer in Museum Boymans-Van Beuningen,
Rotterdam) and on samplers, cushion and basket are also mentioned in in-
ventories. So far the oldest data is of the year 1613, and it contains the
inventory of the estate of Sara Berwijns (Antwerp about 1575- Amsterdam
1617). This inventory was drawn up in connection with her remarriages.
On folio 4 one reads among other things:

One matchair with a sewing-~shelf (board) f 3:10

One sewing-basket with two sewing-cushions f 3:,-
A sewing shelf is a wooden, rather wide shelf, which the woman sitting in
an armchair placed before her on the arm rests. The middle part of the
shelf was sawn out in a half circle at the height of the waist and close to
the body. On this shelf various needlework occupations were performed,
among other things cutting and measuring. The Museum of Antiquities at
Zaandam possesses some sewing-shelfs on which a tape-measure and
scissors are painted (oldest 1780). The second inventory with regard to
this subject is of the year 1615 and is that of Michiel van der Straten, mer-
chant at Haarlem, who died on January 29th, 1615. The inventory was
drawn up by the Haarlem notary, Egbert van Bosvelt. On page 24 verso,
third line from the bottom (Fig. 11): A work-basket with a sewing-cushion
and lengths of cloth. Elsewhere in this inventory a small pin-cushion and
a work-basket are mentioned.

Unfortunately, the research into inventories did not reveal all partic-
ulars of the work-baskets and the sewing-cushions described therein, so
that nothing could be learned about the material or the form. An exception
is found in the references of the years 1635-1636-1637 in the archives
of Antwerp 6, in which the cushions are described as follows: ''Sewing-
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cushions up to 20 guilders T - velvet cushions with wide laces on the cush-
ion and all around its sides, without open work or embroideries, also 4
small boxes or cases, 3 flat ones and a round one trimmed with laces, very
rich8 - velvet sewing-cushions with lace and decorations of silver with
chased plates at 54 guilders, - 2 velvet cushions with lace with leather
cases or chests - damask gilt cushions - double cushions with tassels 9,
In case it is not quite clear that a sewing-cushion is meant, one can con-
sider the other cushions as being seat cushions, with the exception of the
2 velvet cushions with lace and leather cases. As it does not seem likely
that seat cushions were put away in leather cases, perhaps a sewing-cush-
ion with a leather case or chest in the interior is meant.

In this connection one is reminded of the two cushions with richly fin-
ished interiors which can be opened, from the first half of the 17th century
in the possession of the Rijksmuseum at Amsterdam (Figs. 12a and 12b).
In both, compartments have beenfitted inside the lid as well as in the 'box-
part', which compartments can be closed by small lids. In one cushion
the compartments have been made of wood with painted illustrations and in
the other one they are of leather with an imprinted and gold painted design.
In the middle of the lids, between the compartments, is a small mirror.
Because of those small mirrors one would think first of boxes for jewels
or toilet requisites, but on further consideration it would not seem appro-
priate to fit such valuable boxes inside a cushion, if the function of the
cushion were not of paramount importance, namely that of a sewing-cushion.
This is supported by the absence of such cushions with boxes in engravings
and paintings of women at their toilets. One also looks in vain for these
cushions with richly finished interiors 10 in jllustrations of *Sight', one of
the Five Senses.

Pin-cushions, on the contrary, are occasionally found with women at
their toilets in engravings by Abraham Bosse (1602-1676). But the two ex-
quisite cushions in the Rijksmuseum are certainly too large to be pin-
cushions. They have both been fitted with a clasp so that valuable things
like lace and pins could also be put away in them. Indeed, pins, in our eyes
very insignificant objects, were at that time expensive things of great
value with which one had to be economical. People receivedpins as a pre-
sent, for example as wedding gifts 11 The mirrorin thelid of the sewing-
cushion was a luxury but also a practical object; the woman, when doing
needlework, could cast a glance at the mirror, for example, to fasten an
unstuck pin of her bonnet or collar.

Form and material of the Dutch cushions will now be discussed in the
light of paintings of the 17th century. The painted specimens are not as
richly finished as the Antwerp cushions described above or the two cush-
ions in the Rijksmuseum. Yet a certain luxury in the way of finishing is
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clear in the sewing-cushion that Eva Wttewael (Fig. 13) is holding flung
open on her lap. This portrait of 1628 is the oldest known painted example
concerning this subject. On the lower part of the cushion a small box is
lying, of which more than half is hidden from view by a frill of lace, which
the subject is holding between thumb and forefinger. On the small lid lies
a green ribbon with which the box can be pulled open. In the right hand,
scissors ready for cutting part of the lace are visible, The upper part of
the cushion is folded completely open and is lying on the knees. In contrast
to the glossy green satin skirt, the covering of the sewing-cushion seems
to be green baize or velvet. It is decorated with three double borders in a
lighter green shade, and at the four corners tassels are fitted. Women
must have preferred to do needlework on the snapped-shut cushion, so that
their hands could be supported on a softer underground. For other actions
like cutting lace and textiles the cushion was also used in open position.

The work-basket to the left of Eva is divided into bands of spaced
sticks alternating with closely plaited bands. The basket is provided with
two handles and stands on a foot-ring. Across it, hang garments, among
other things linens trimmed with lace, possibly bonnets and cuffs. Gar-
ments and all objects in this painting point to the prosperity of the family
Wittewael. Yet it looks as if the painter has wanted todraw the attention to
the relativity of earthly riches. The onlooker can ask himself if Bible,
scissors, sewing-cushion and work-basket are meant here as an exhorta-
tion: one should spend one's time as virtuously as possible by reading the
Bible or practising needlework., However, both the objects from the title
of this article are not mentioned in emblem books, with the exception of
the poem by Jacob Cats, at the top of this article in which they have a
double meaning. One does find the distaff as an attribute of virtue 12, The
distaff and the improvement on this appliance, the spinning-wheel, have
been reproduced by painters of the seventeenth century less frequently
than in earlier centuries and even then are seen principally with poor
women. Have these objects been replaced by the, at that time, more fash-
ionable sewing-cushion? It would appear so.

The second beautifully finished cushion discussed here is the one in
the painting '"The Apple-paring Woman" (Fig. 1). This cushion could also
be snapped open, for one could put away sewing things and yarns, so that
one always had at hand what was needed for doing needlework. The cush-
ion is covered with green velvet and finished with gold lace and tassels.
In the just-opened cushion a glimpse of red is to be seen, possibly the
material of the inside lining or a small box? The padding of the bulging
cushions had to be of such a material that pins could easily be stuck into
it. Velvet as a covering was not only beautiful but practical as well.
Rubbed against the nap, this material is rough and therefore prevented the
needlework from slipping away: it more or less stuck to it, Besides, one
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did not see the dents of the pin-pricks, for the needlework will mostly
have been pinned. The work-basket is now only visible in very small part.

As a %ird example, the painting by Johannes Vermeer, "The Lace-
Worker," ¥ can be mentioned. A sewing-cushion is shown near to a lace-
pillow on the table to the left. The materials can be distinguished with
difficulty; the blue material could be velvet but also baize. This woolen
material also has a rough grain against the nap. The decoration consists
of 3 silver-coloured ribbons and at the 4 corners a tassel. If suchcushions
can be snapped open and are decorated with tassels, it appears that these
tassels are always fitted to the lid. Out of the bulb-shaped, slightly opened
cushion in this painting, small red and white bundles of yarn are hanging.

Mostly one sees the woman doing needlework, sitting in a chair with a
low seat, the feet or one foot on a foot-warmer and with a sewing-cushion
on their lap. Because of this position, the distance from the eyes to the
work became very convenient. For women who do not do needlework, the -
following can perhaps be an explanation. I the work is pinned up on the
cushion, one can stretch the material with the left hand so that the right
hand can work more quickly and regularly. This does not only apply to
needle stitches, but alsoto some embroidery stitches, particularly to those
which one works in the direction of the pullinghand. When one has finished
a certain stretch, one must move and pin up the work again. The cushion
had to be reasonably heavy to resist the pull of the stretching hand. A
good example of this way of working has been painted by Johannes van der
Aack in 1655 (Fig. 14). The simply dressed woman is sitting on a "lady
chair" with her feet on a foot-warmer. A simply finished cushion is on
her lap, and on the cushion a piece of linen is pinned up. The gesture of
the hands clearly indicates how one handled the sewing-cushion with the
needlework on it. This cushion seems to havebeen made of brown and red
baize or serge (woolen materials). It has no further decorations and could
not be opened. The basket is somewhat tapered and is standing on a foot-
ring. It is built up of three bands of spaced sticks connected by closely
plaited bands. Such open bands were highly desirable, otherwise the ma-
terials of garments and linen stored therein, could mildew. One could
easily move the basket by the handles. The form of this basket seems to
have been customary, although once in a while other models were used for
linen that had to be mended, marked or decorated. Concerning 'work-
basket,’ the dictionary by E.E.L. Mellema of 1589 says the following14:
work-basket, Pannier a couldre. And in his dictionary of 163015 work-
basket, work-hamper, pannier & couldve. M. No&l Chomel says about this
subject16: "Basket or hamper is a known domestic tool, which is plaited of
peeled or unpeeled and split17 willow twigs, and according to their use they
are distinguished in hand-baskets, table-baskets, panniers, sewing-baskets -
or work-baskets, washing-baskets, etc. In French Flanders many pretty
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baskets are made which are brought in great numbers to Holland and else-
where by the French basket sellers.” From this it is clear that each kind
had an identifiable form, but this does not mean that people always used
one specific model for one occupation only (Figs. 15a and b).

It is perhaps appropriate to mention here that miniature sewing-cush-
ions and miniature work-baskets have been preserved in various Dutch
doll's houses of the last quarter of the 17th century and of the beginning of
the 18th century. The first example is the one in the Centraal Museum at
Utrecht. This model house, in a chest of inlaid olive wood, is dated about
168018. I the nursery several objects which deserve consideration in
connection with this article, are on display: two sewing-cushions, a sew-
ing-basket with linen, and an ivory reel, a lace-pillow, a standing candle-
bracket used as a source of illumination when doing needlework, and a
small box of oak with a handle, between which 4 spools with yarn are at-
tached in such a way that one can unreel the thread by pulling. The basket
is of the same form as the baskets mentioned before, tapered with a foot-
ring, two handles and this time with two bands of spaced sticks. The larg-
est of the two small cushions (h. about 2 1/2 x 1. about 4 1/2 x w. about
3 cm.) is covered on the outside with green velvet and decorated with
yellow-green trimmings and tassels (Fig. 16). It is lying in a partly open-
ed position so that a small box which is standing on the lower part of the
cushion is visible; the hollow lid can be closed across it. The whole box-
part can very ingeniously be snapped open upwards, and then a furnished
compartment shows itself, in which all sorts of things can be kept as well.
A small mirror has been fitted into the lid. The inner furnishing is of
salmon-pink satin; the edges are finished withnarrow silk ribbons in vari-
ous designs; and the seams of the small box are pasted over with gold
thread. Unbelievably, this miniscule object has been finished and fitted
down to the minutest details, the same applies to the smaller cushion as
well (height about 2 x length about 4 x width about 2 1/2 cm). For the out-
side green silk damask was chosen, decorated with 4 tassels and trimmings
in a yellow-green shade. To be sure, other materials have been used for
the inside, but the small cushions are otherwise alike as to form and use.
- Both are provided with a small heart as lock-plate, although no lock is
present.

The Rijksmuseum at Amsterdam also possesses doll's houses. One of
these presumably has been manufactured for Petronella Oortman, wife of
Jacob Brandt, about 1700 19, In the library of this house, on the table to
the left against the wall, is a lace-pillow and an opened case with 12 com-
partments in which cards of yarn are stored; scissors complete this still
life. In the nursery a small sewing-cushion is found, also on a table to the
left against the wall. This cushion is fully snapped open. It is clear that
the lid is hollow sothat it can be closed across a small box in the cushion;
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as is the case with the specimens in Utrecht, the small box is standing on
top of the lower part of the cushion. In the lid a small mirror is found
which is pasted along the edges with silver braid. The box has twospaces
closed - by means of small lids - on either side of a small open oblong
tray, which is divided into two. The covering of this cushion is of green
damask and the edges are finished with gold ribbed ribbon. Here too are
4 tassels at the corners of the lid. The sewing-basket is standing in the
loft of this doll's house. A painting by Jacob Appel (1680-1751)20 is inter-
esting in this connection. A woman is sitting in the state-kitchen, with her
feet on a foot-warmer, and she is holding a sewing-cushion on her lap. A
work-basket with linen is standing next to her on the floor. Two children
are looking on. A lace-pillowis lying on the table near to the woman (per-
haps a governess?). In the monograph about the doll's houses inthe Rijks-
museum at Amsterdam onefinds an illustration (No. 10) of the state-kitch-
en: the work-basket is standing next to the chair and the small foot-
warmer. On the table is the case with cards of yarn and the lace-pillow;
unfortunately one cannot distinguish the sewing-cushion. In inventories of
the 17th century more work-baskets than sewing-cushions are mentioned,
but if both appear in one-inventory they are named together. In concluding
these observations about the sewing-cushion in the 17th century, a few
further paintings will be discussed. First, a painting that is credited to
Willem van Mieris; it is not dated, but the woman's garments point to the
years 1680-1690, probably 1684/85 (Fig. 17). The painter has shown here
a spinning-wheel, a reel (in the woman's hand), a work-basket with linen,
and on thelinen a sewing-cushion with scissors: all things belong together.
The second painting is by Michiel van Musscher, dated 1669 (Fig. 18). The
sewing-cushion shows a detail which one finds more than once. A small
bundle of threads has been fastened betweentwo pins on the cushion, which
is very practical for a woman doing needlework. If she needed a new
thread, she could press with her fingers on the end of the bundle and could
pull out a thread with her other hand without pulling out or upsetting the
other threads. Finally, a third example of a woman doing needlework by
Casper Netscher (Fig. 19). Here too we see the well-known type of basket
with linen and scissors, but in this paintingthe cushion has been fitted with
a ribbon behind which a small frill of lace has been stuck for the moment.
One could also put cards of yarn there (Fig. 20).

While the sewing-cushions of the 17th century that cannot be folded
back remain customary in the 18th and 19th centuries, one can also find
another type in paintings of the 18th century, namely a desk-like box the
lid of which was fully furnished with a cushion. This cushion was stuffed
with solid material and slightly bulging. Such a box has already been found
shown on the title page of a German pattern-book for the art of embroidery
of 1604 (Fig. 21), but a combination like this of a sewing-cushion on a box
has not so far been found, however, in the Netherlands, in paintings, or in
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engravings, until after 1750. This needlework accessory is still placed
upon the lap in the 18th century. Naturally, the bottom was flat and pasted
with material to protect the user's garments. The lid could be raised,
and the box was provided with a small drawer (Fig. 22). As soon as small
legs were added, these boxes were no longer put upon the lap but on the
table. The cushions on these boxes are often smaller and bulging. Yarns,
tools and other requirements were put away in both types. The modified
form, (in the Netherlands), namely a box with a cushion on it instead of a
cushion with small boxes in it, most probably has to do with the greater
luxury of feminine needlework in the course of the 18th century. Because
of this, one was in more need of a wider choice in yarns, trimmings and
ribbons, but especially more needlework techniques required more needle-
work tools. All this was also connected with the fashion in clothes. In
paintings of the 17th century we see the women doing needlework mostly
pictured with needlework on their cushions, but it seems that the few ex-
amples that are available of well-to-do women in the 18th century rather
point towards small embroideries (Fig. 23). 21

M. Noé€l Chomel writes about that greater luxury under the word 'ed-
ucation' 16 (see page 2446): '"The young ladies cause embarrassment; it
used to be enough that daughters of well-to-do citizens could read, write,
cipher and knew a bit of French, could sew linen and wool and make caps.
Nothing more was needed when they got married and had to attend to their
household duties. They learned cooking from their mothers at home. The
whole education was easily done, the girls stayed at home and they went to
public schools or shops in the forenoon and afternoon. But since the pomp
and circumstance, the luxury and frivolity have grown, they have to know
French quite well, and neither do wool or linen sewing, nor make caps, but
only small embroideries serving to make small ornaments and dress
themselves up. They have to dance, to play, to sing and to know all the
arts which can bewitch a young rake rather than a level-headed and sensi-
ble young man. To this purpose the young lady is sent to a French school
to stay there for a few years and when she is home again, she finds every-
thing hopelessly middle-class in her parents' home and sniffs at things
which are good and praiseworthy, things which never ought to get lost in
our homes; she is of no use to her mother and seldom happy, when having
married, to manage the house herself. We do not apply this to people of
high birth and high rank; for them such an education is appropriate and
necessary. Formerly the young ladies enjoyed themselves with drawing,
embroidering, painting and quiet music; these arts were taught at home
and are not being cultivated by most of them atpresent.”” Chomel mentions
a "French school' in the above text. Advertisements for such schools one
often finds in the Amsterdamsche Couvant. A nice example is in a paper
of 169822: "'t is announced that in the pleasant village of Maersen aen de

Vecht, in the province of Utrecht, a boarding school has been founded by
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Mrs. Souvaget and daughter, in order to teach to young ladies the French
language and all kinds of needlework, such as has been done for several
years. Provision is also made for practising reading, writing, ciphering
and for instruction in the Christian religion. Further information. . ... ",
The form of the work-basket is also changing in the 18th century. In paint-
ings we only now and then see the rather high tapered basket of the 17th
century. The basket generally is not frequently shown anymore, and it is
much smaller now. This is also connected with what Chomel says above
about the word 'education': no real needlework or mending except fancy-
work. The basket could thus be much smaller too. Unfortunately no Dutch
example could be found in which both a sewing-box with cushion on the lid
and a small work-basket appeared. Therefore it seems justifiable to show
an Italian painting (Fig. 24).

Before rounding off this survey with data from the 19thiand 20th cen-
turies, we have to remark on the 'table-screw'. The screw was fitted to
the table, and the needlework was pinned to the small cushion on top of it,
or merely clamped between table and screw., This proved to be an im-
provement on the sewing-cushion, because very long seams could be hem-
med or sewn still more comfortably. Inthe chapter, ""An Old Acquaintance"
of the Camera Obscura, by Hildebrande one reads: ... . that the lady
unpinned the needlework from her knee (she did not encourage the invention
of screws, plombs and knee-straps)....". The invention of the table-
screw is placed towards the end of the 17th, the beginning of the 18th cen-
turies. It became generally customary in well-to-do circles towards the
end of the 18th century, although in England and France only. It seems
that in the Netherlands this needlework tool indeed became the vogue grad-
ually in the 19th century; the oldest known was made by a silversmith at
Haarlem in 1822, Therefore, it would seem that the remark made by
Hildebrande in the Camera of 1839, where he talks about "the invention of
the screws", is justified in every respect, the more so since no illustra-
tions can be found in Holland, as opposed to abroad.

As remarked above, we still see in paintings of the 19th century, but
to a less extent, the sewing-cushion of the 17th century but without interior
fittings (Fig. 20). In the second quarter of the 19th century yet another
type of sewing-cushion, that is, the plomb, comes into use. This is a piece
of lead covered with a small cushion, on which one could pin the needle-
work. This object was in fact 'heavy as lead' and not suited any more to
hold on the lap. A woman put it before or next to her on the table. The
bottom of the lead was pasted with a rough woolen material, not only to
protect the table but also tokeep the plomb against slipping away. Because
of its heaviness the plomb could not be handled quite so easily, which is
why it came to be provided with a handle (Figs. 25 and 26), so that moving
it was considerably simplified. No original or illustration has been

12



discovered of the knee-strap, another aid to smoother needlework. These
three needlework accessories remained in use inthe 19th century and cer-
tainly still in the first quarter of the 20th century.

Less valuable sewing-cushions were employed for doing needlework
in orphanages, schools and sewing-shops: the stuffing here consisted of
sand or sawdust instead of lead. A nice example of simple small cushions
has been painted by Max Liebermann in 1876. In his '"Needlework-class in
the Amsterdam Orphanage,' one sees the girls with their needlework be-
fore them, pinned up on green serge cushions (Fig. 27).

When in 1920 the law on primary education comes into force, in which
the subject of needlework for girls is made obligatory again, need was felt
for a simple and not-too-expensive aid to which to fasten the needlework.
This was found in the sewing band, which was attached to a peg of the school
desk by means of an eye or a loop. One pinned the work onto the band, but
the function remained the same as was the case with its predecessors.
Under the work 'sewing band' in van Dale's Great Dictionary one finds
sewing-cushion and work-basket and also sewing-shelf described. This
object was explained as follows: 'narrow shelf with two sewing-cushions,
which closes across a school desk for needlework instruction in schools."

The sewing machine has slowly but surely superseded almost com-
pletely needlework by hand at home in factories, in schools and also in
high fashion. And herewith many and particularly charming needlework
accessories have disappeared too. It would be well to preserve at least
one example of each period and of each type, so that we can study the ob-
jects themselves in addition to learning about them from written sources
and from paintings.

13
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traal Museum, Utrecht.

Library of the Rijksmuseum, Amsterdam.
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Hague.

Mrs. A. M, L. E. Mulder-Erkelens, scientific official, Textile Depart-
ment, Rijksmuseum, Amsterdam.

Government Files, Haarlem.

University Library, Amsterdam,

P. Valkema Blouw, Amsterdam.

W. L. van de Watering, Government Service for Art-Historical Docu-
mentation, The Hague. (Rijksdienst voor Kunsthistorische Documen-
tatie, Den Haag).
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10.

NOTES
Mauritshuis, Den Haag. March 9th - April 28th, 1974,

Collection Rijksmuseum, Amsterdam. EXPOSITION G. TER BORCH,
Cat. Nr. 20.

Wallace Collection, London. Nr. P. 236,

Arthur Henkel - Albrecht Schéne, EMBLEMATA, MANUAL FOR THE
ART OF SYMBOLS OF THE 16TH AND 17TH CENTURY, Stuttgart
1967, page 46, see MESSER (knife).

These data were kindly supplied by Mr, S.A.C. Dudok van Heel out of
a joint study, published in 1975 about the house 'Damrak 49' at Ams-
terdam. Municipal files service. Notary J.F. Bruyningh, N.A,A. Nr,
197, Fol. 600-604, 29th July 1613.

J. Denucé, town keeper of the files at Antwerp, ART EXPORT in THE
17TH CENTURY AT ANTWERP, Antwerp-Amsterdam, 1931, pages 21,
22 and 24.

In view of the amounts mentioned, these must have been quite valuably
finished sewing-cushions.

In this letter a clear distinction is drawn between sewing-cushions
and small boxes or cases. These lastobjects are explained as follows
in LE GRAND DICTIONNAIRE FRANCOIS FLAMEN & FLAMEN-
FRANCOIS by IAN LOUYS D'ARSY, Utrecht, 1643: "Les cabinets des
femmes: The small cases in which the jewels and exquisite things of
a woman are kept." CASE is an overarched case, (CASSE A COVER-
TURE RONDE).

STOEFFWERCK = adorning, dressing up? In van Dale's GREAT DIC~
TIONARY DUTCH LANGUAGE, 9th edition, 1970: STOEFEN - STOFF-
EN = boasting, flaunting. CASSEN, CAS = case or chest. LEKENS =
tassels? In the WESTFLANDERS IDIOTICON, L.L. de Boo/Joseph
Samyn, Gent, 1892, under the verb LEKEN = dropping, dripping.

See among others: Cornelis Cort, 1552-1578; Hendrick Goltzius, 1558~
1617; Jacob de Backer, 1560-1590; Crispijn de Passe the Older, 1564-
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11.

12,

13.

14,

15.

16.

17,

18.

19.

20.

21,

22.

1637; Jan Pietersz Saenredam, 1565-1607; Abraham Bosse, 1602-1676,
in Holstein.

Sylvia Groves, THE HISTORY OF NEEDLEWORK TOOLS AND AC-
CESSORIES, London 1966, page 50; Mary Andere, OLD NEEDLEWORK
BOXES AND TOOLS, Devon 1971, page 45.

Henkel-Schone, EMBLEMATA, see 'distaff," page 1173. Guy de
Tervarent, ATTRIBUTES AND SYMBOLS IN PROFANE ART, 1450-
1600, Geneve 1958-1959. See Quenouille, page 317.

Johannes Vermeer, "Woman Doing Lace-work," about 1665, Louvre,
Paris.

DICTIONNAIRE OU PROMPTUAIRE FRANCOYS-FLAMENG, Elcie
Edovard, Leon Mellema, Anvers, 1589.

GRAND DICTIONNAIRE FRANCOIS-FLAMEN, E.E.L. Mellema, Rot-
terdam, 1630,

M. Noél Chomel, GENERAL DOMESTIC-NATURE-MORAL-ART DIC-
TIONARY, 2nd edition enlarged by J.A. Chalmot, Leyden 1778-79,

MIDDLE-DUTCH DICTIONARY, Dr. E. Verwijs, Dr. J. Verdam, 's-
Gravenhage, 1885-1929, Volume VIIL, page 1791: SPOUWEN see SPOU-
DEN = splitting, cleaving; splitting into two the longest part.

Monograph, 'The 17th century doll's house, Centraal Museum,
Utrecht, Nov. 1973, Adam Oortmans and Petronella de la Court, mar-
ried 1640 at Amsterdam, being principals of the doll's house.

Monograph, 'Doll's Houses', Rijksmuseum, Amsterdam, 3rd edition,
1967.

Jacob Appel (1680-1751), "Doll's House," Rijksmuseum, Amsterdam.
Vanity bags, letter cases, shoes, slippers or mules and book-jackets.

Royal Library, The Hague, Magazine Department, Amsterdam Paper
1698 (portfolio 1672-1701). Paper Nr. 21, Tuesday Paper, 18th Feb-
ruary, 1698. Those 'French' schools and boarding schools came into
existence especially after the settling of the Huguenots in our country
because of the revocation of the Edict of Nantes by Louis XIV in 1685.

16



POST SCRIPT

Since this article was published in 1975, I learned of some remarkable
sewing-cushions. I would like to give one or two particulars of these.

The first specimen I saw in a private collection at Munich, Germany.
This sewing-cushion was called 'Steinkissen' (Fig. 28). It consists of an
octagonal marble bottom piece in which a small round cushion is clamped.
The whole is too heavy to keep it on the knees, so it had to be placed on the
table by the side of which the woman who was doing needlework was seated.
One could pin thelinen onto this cushion. The 'Steinkissen' can be dated in
the end of the 18th century.

The second specimen is dated 1763 and is kept in a Museum at Wiirz-
burg, Germany. The bottom piece of this sewing-cushion is made of por-
celain and is part of a tea set, dinner service and toilette set made for a
German princess. The so-called 'Plomb' (= French for lead) (Fig. 29) is
made of wood, and in the wooden bottom a 1 1/2 cm.-thick piece of lead is
laid. It is indeed 'heavy as lead', and this cushion can be dated 1830-1840.
Steinkissen and Plomb were used in the same way. Mrs. Dr. Angela V&lk-
er, at that time (1976) Curator of the Department of Textiles of the Bayer-
isches Nationalmuseum, Munich, drew my attention to a certain object,
which looks like a sewing-box, but was a sewing-cushion. Probably the
inner-stuffing of the cushions on top and on the bottom has been removed.
Furthermore the velvet lining on the outside is not the original one. (infor-
mation given by Mrs, Vélker and she dated it in the first quarter of the
17th century). The inside of this piece (Fig. 30a and b) is just the same as
the inside of the specimen in the Rijksmuseum (see Fig. 12a), although the
lids are embroidered here instead of the painted lids of the Amsterdam
specimen.

In conclusion I would like to draw your attention to a catalogue of an
auction at Sotheby's in July, 1978, Nr. 64: '"Flemish Lady's Jewel Case in
the form of a footrest covered in red velvet and with silver galon, the in-
terior veneered with tortoise-shell, consisting of seven compartments, all
lined in pink silk, on the lid of each compartment, except for one which
bears a mirror, is a small painting on copper representing Pyramus and
Thisbe, Hyacinthus and Apollo, Ceres and the old woman, a hunting scene,
the rape of Europa and finally Narcissus looking at his reflection, 13 in.
by 8 in. (33 cm. by 20 cm.)17th century.'" However, this specimen is not a
jewelcase at all. See pages 5-6 for my argument.

Editor's Note: First published in Dutch in ANTIEK Magazine
In Holland; reprinted by permission. Translated into English
by Mrs. Schipper-Van Lottum's sister, August/September, 1975.
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Figure 1. G. Ter Borch, 'The Apple-paring Woman'. Collection Kunst
Hist. Museum, Vienna. Exposition G, Ter Borch, Cat. Nr. 46.
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Figure 2, 'A Woman Doing Needlework near a Cradle', G. Ter Borch. Ex-
position G. Ter Borch, Cat. Nr. 35.

Figure 3. Bruges miniature about 1520, Walters Gallery, Baltimore,
Maryland. Detail drawing, See footnote 11: Sylvia Groves, illustration 55.
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Figure 4. Hendrick Goltzius, 'The Annunciation', Inv. Nr. Hi-9, B-15 1st
list of the 2nd collection. Museum Boymans-Van Beuningen, Rotterdam.
Hollstein part VII, H, Goltzius.
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Collection Hamburger Kunsthalle,

Figure 6. Willem Buytewech, 'Interior with Family near the Fireplace’, 1975.

Hamburg.
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Figure 8. Detail drawing sampler, 1794.
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Figure 9. Detail drawing sampler, 1674.
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Figure 10. Geertruydt Roghman (s). Atlas van Stolk, Rotterdam. Nr.1031.
Text in engraving: GEERTRUYDT ROGMAN INVENIT ET SCULPSIT; L
COVENS ET C. MORTIER EXC. Woman to the right with sewing-cushion
on her lap and before her on the floor a wide, shallow basket with linen.
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Figure 12a. Rijksmuseum, Amsterdam, Inv. Nr. 5169. Cushion with interi-
or, 1st half 17th century, measures: h.11 1/2, 1. 36, w. 18 1/2 cm. Materi-
al outside lining: original red velvet with trimming of silver braid. Stuff-
ing is of a very solid and hard material. Inside lining: tortoise-shell,
edges of black coloured wood; the small wooden lids are painted with rep-
resentations of Orpheus, Eurydice, Demeter, Apollo, Daphne. Small silver
thread tassels help when opening the small lids. The hinges, the small
bolts or 'sashes', the lock and the lock-clasp are of silver. The 7 small
compartments are all fitted and set into the cushion, 3 in the lid, of which
the middle one has a mirror on the lid of the small compartment. The key
of the lock was already missing when the cushion was purchased in 1881.
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Figure 12b. Rijksmuseum, Amsterdam, Inv. Nr, 3582, Cushionwithinteri-
or, 1st half of 17th century. Measures: h. about 12, 1. 34 1/2, w. 19 cm.
Material outside lining: original green velvet with trimming of 2 narrow,
lighter green braids. Three light green interlaced silk tassels are fitted
to the lid (one tassel is missing), Stuffing of the cushion is of a very solid
and hard material. Lining: wood covered with crimson satin of silk with
linen weft. The leatherlids of the 7 set-in compartments are adorned with
stamped gilt ornament: a feminine figure with the text DIALECTICA (one
of the 7 free arts), grape vines and squirrels, 3 grotesques, the middle one
holding 2 rearing horsesby the reins. A coat of arms with adouble-headed
eagle and the initials P.G. On the smallest lid 2 medallions. One can pull
the lids open by 2 small green silk tassels. The hinges, the small bolts or
'sashes’, the lockand the lock-clasp are of copper. The inside of the small
boxes is lined with the same crimson material. In the lid of the cushion a
mirror has been fitted on the middle small box. Thekey and 1 tassel were
missing when purchased in 1877. Possibly a bridal gift, because 2 small
bridal bouquets of gold thread have been found in this cushion. (See:
Phillis Cunnington & Catherine Lucas, COSTUME FOR BIRTHS, MARRI-
AGES & DEATHS, London 1972, page 67-68).
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Figure 13. Joachim Wttewael, Portrait of his Daughter Eva, 1628. Cen-
traal Museum, Utrecht.
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Figure 14. Johannes van der Aack, 'A Seated Old Woman Doing Needle-
work'. National Gallery, London. Nr. 1397.
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Figure 15a. Gerard Dou, 'The Young Mother'. Mauritshuis, Den Haag.
Detail drawing, a closely plaited basket with 4 handles and a lid, an excep-

tion to the open type of basket.

Figure 15b. Jacob Duck,'The Woman Ironing Laundry'. Centraal Museum,
Utrecht. A wide and rather high, closely plaited basket with linen and
sewing-cushion, Judging from the pair of bands on the table, one can date

this painting in the 3rd quarter of the 17th century.
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Figure ,16. Drawing of a miniature sewing-cushion. Collection Centraal
Museum, Utrecht.
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Figure 17. Willem van Mieris, 'Interior with Man, Woman and Child'. Na-
tional Museum, Prague.
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Figure 18, Michiel van Musscher, portrait detail of Michiel Comans and
his wife, 1699. Rijksmuseum, Amsterdam.
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Figure 19. Detail drawing after an engraving of a painting by Caspar Net-
scher. Gemildegalerie, Dresden. Nr. 1353,
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Figure 20. Wijbrand Hendriks, 'A Sleeping Man in Interior', 19th century.
Frans Hals Museum, Haarlem. On the table a sewing-cushion is lying. A
small card with yarn is stuck behind the ribbon attached to it.
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Figure 22. Detail drawing from the poi‘trait of Mrs. van Collen-Mogge,
1776. Hermanus Numan. .Rijksmuseum, Amsterdam. (See: A. Staring,
THE DUTCH AT HOME, 's-Gravenhage, 1956.)

Figure 23. Detail drawing from the portrait ""The family Cornelis Ver-
brugge,' 1773. Hieronymus G, Lapis. (See: A. Staring, THE DUTCH AT
HOME, 's-Gravenhage 1956.)
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Figure 25. Schweizerisches Landesmuseum, Ziirich. Plomb, about 1880,
Inv. Nr. LM 51540. Measures: 15 x 11 x 11 ¢m. A leaded plate in an oval,
tublike, leather-covered container on which a wide leather handle has been
fitted. On top of the plomb on one side is a pincushion of violet velvet
(this part was also used for pinning up the needlework) and on the other
side a small tray for needlework tools. This plomb is shown here because
it forms the transitional stage between the sewing-box with smail cushion
of the 2nd half of the 18th century and the plomb which serves for merely
pinning up the needlework, see figure 26.

Figure 26. Plomb, about 1900. Private possession, North Holland. Meas-
ures: 16 x 12 x 2 ecm, The leaded plate has been covered along the edge
with a frill of box-pleats in green serge; the pleats are nailed down into
the lead with small hobnails. The cushion has been stuffed with fine sand
and covered with embroidery in petit point on canvas, representing the
country house of the family Blokhuis-de Jong at Driebergen. The leather
handle has also been finished with a frill.
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Figure 28. Private collection, Miinchen, 'Steinkissen'.
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Figure 30. Bayerisches Nationalmuseum, Munchen, 'Nahkastchen'? (sew-
ing-box).
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FURTHER NOTES ON A TWELFTH-CENTURY BISHOP'S
MITRE IN THE METROPOLITAN MUSEUM OF ART

Eleanor B. Sachs

Another motive on the gold brow band of the bishop's mitrel in the
Metropolitan Museum of Art presents the nude upper body of a human fig-
ure in frontal pose with upraised arms? and longhair falling onthe should-
ers (Fig. 1). The raised left arm and its less visible mate on the right
where the mitre has been folded are in the position of piety found in some
Roman work and common in the early Christian frescoes in the Catacombs.
The breadth of the shoulders, the straight lines of the thick body indicate
that a male figure is represented in contrast to the smaller and slimmer
body of the mermaid. Thedelineation of the breasts suggests a woman but
similar delineation is not unusual in male figures in this period.3 The
breasts of the double-tailed mermaid cannot be seen in the photograph but
the delineation is much the same.

The body, woven in purple and gold threads outlined in pink threads
stops at the waist where it is joined to a wide straight band in purple deco-
rated with three small gold roundels with a narrow gold border at top and
bottom. The unusual breadth of this band, its stiffness, for it does not con-
form tothe shape of the body, suggest that it is not a belt but a rigid form
of conveyance in which the body is seated. This band not only extends be-
yond the body, but at each end of the upper border there is a small upright
post. Were this band a belt, surely the legs or a skirt would show below it,
but here that area is filled with cloud-like forms difficult to decipher. At
the left of thebody there can be seen two profile animals, probably griffins,
whose foreparts, heads, legs, chests and feet are outlined in pink threads
while the bodies are in the gold threads of the ground (Fig. 2). The out-
lines of these animals are not as distinct as those of thebody of thefigure,
but examination with a microscope clearly shows the pink threads that out-
line them. On the right, the silk and gold threads originally there have
worn away from friction caused by folding the mitre flat along this part
when it was not in use. There can be no doubt that the same motive must
have been repeated on this side originally, for the animals' feet can be
made out as well as part of the hand and arm of the figure. The frontal
form of design common in this period would call for such a balance of
motives. We often see profile animals of this kind used to form the sup-
ports for chairs or fold stools in this period; they are especially common
in manuscript paintings where they form the seats for frontal representa-
tions of kings or saints (Fig. 3). In Sassanian art also we see bench-like
seats for kings with profile animal supports (Fig. 4). It seems unlikely,
however, that the profile animals of this motive of the mitre band are
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supports of this sort; if it were so, the wide band would be a belt and as
we have pointed out there are good reasons to reject that idea.

In fact, this motive presents a problem in identification, for no figure
exactly comparable has come to light among the sculptures, frescoes,
manuscripts and other arts of the period that have been available for com-
parison. The theme of a frontal figure with flanking animals is neverthe-
less common in early Christian and late Roman art where it seems tohave
been inspired by Near Eastern design. Subjects frequently represented in
this way include the "Lion Strangler," associated with the epic of Gilga-
mesh, where the figure is frontal and grasps on either side a lion by head
or tail.4 Another usually found in sculptural reliefs shows Daniel in the
lions' den. In an example on a capital from Moissac, Daniel's arms are
raised vertically in almost the same position as the arms of the figure on
the mitre (Fig. 5). A third subject with the same type of composition and
commonly represented in medieval art is Alexander's Celestial Journey.
Interestingly enough, in the Middle Ages Alexander represented the vice of
Arrogance, while Daniel represented the virtue of Humility.5

The medieval examples in sculpture, mosaic and other arts of the
time illustrating this absorbing tale of man's earliest investigations of the
space around and above him appears to have reached the West from a
Greek manuscript copied by Leo of Naples in the tenth century on a visit
he made to Constantinople. This copy was translated by the Duke of
Naples and was thus disseminated in Europe. It was then used as the sub-
ject for various kinds of works of art, especially in manuscripts, mosaics,
ivories, textiles, enamels, and carvings in stone and wood. We quote from
a translation of a medieval description of the story of Alexander's Celestial
Journey.

"I took counsel with my friends how I might fashion such
a machine that I might ascend the heavens and see if
they be the heavens which we behold. I made ready a
machine wherein I might sit, and I caught griffins and
bound them with chains, and held before them rods and
meat on the tops thereof, and they began to ascend to
heaven. Nevertheless, the Divine Power overshadowed
and cast them down to earth more than ten days journey
from my army, and I suffered no hurt, even in the iron
throne. I rose to such height that the earth seemed like
a threshing floor below me. The sea, moreover, seemed
to me like a serpent writhed about it, and with great
peril I was reunited to my soldiers. '

In connection with this translation there are two enamels on the Pala
D'Oro, St. Mark's, Venice, which are of special interest. One shows the
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head of Alexander with a griffin rising in flight on either side; thecor-
responding enamel shows a serpent coiled about a tree full of birds, sym-
bolizing the earth with the sea around it.7 Another author calls attention
to some German accounts unparalleled elsewhere to the effect that Alex-
ander was deterred from ascending further by a voice which warned him
that no man might ascend to Heaven who has not deserved to do so by good
works. It has been suggested that this literary evidence was adopted in
Germany in support of theological attacks on Alexander.8

Most representations of Alexander's Celestial Journey are easy to
identify; in general they show Alexander crowned, clothed, seated in a
cart, chariot or basket and holding two baited sticks towards which the
griffins (in some cases, eagles) with heads turned back strive to seize the
meat at the top of the sticks (Figs. 6-9). A smaller group, usually accept-
ed as representing Alexander's Journey, show variations; insuch examples
Alexander is not fully clothed, nor crowned, and sometimes he is standing,
so that the conveyance is missing; instead of holding the baited sticks, his
arms may encircle the necks of griffins or eagles, or their necks may be
encircled by a leash which Alexander holds in his hands (Figs. 10, 11, 12).
The figure on the mitre is certainly seated in a shallow stiff conveyance,
in fact it is almost identical with the bottom part of the chariot in the rep-
resentation of Alexander's Journey which forms the central medallion of
the cloisonné€ plate at Innsbruck (Fig. 9). That our figure on the mitre is
aloft is suggested by the wavy forms below the conveyance which probably
depict cloud forms. The elements of the mitrefigure which do not conform
to other representations of the Celestial Journey include the profile
animals which cannot be identified with certainty as either griffins or
eagles because of the apparent lack of wings, and the arms and hands of
the human figure raised in the position of prayer. Whereas some varia-
tions in the attributes in representations of Alexander's Journey are to be
expected and can easily be explained, the orant position of the hands and
arms cannot be accounted for in existing examples or in translations of
the story, as far as we know. This orant position of the hands and arms is
familiar in catacomb paintings in Rome.9 It also occurs elsewhere, for
example in representations of Daniel in the lions' den (Fig. 5); in the
Alexander fable the hands held baited sticks which played an important
role in luring the griffins or eagles to their upward flight. Although the
baited sticks are lacking in some examples, as cited above, Alexander's
relation to them is indicated by his grasping the griffins by the neck, as at
Oloron-Ste.-Marie or Charney-Basset (Figs. 10, 11) or by the leashes
attached to them, as at Conques (Fig. 12). The absence of wings on the
animals on the mitre is another discrepancy which makes the identification
of the figure with Alexander's Journey tenuous. It is of course possible
that in twelfth-century Sicily, with its mixture of peoples, and literary and
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artistic sources, the story of Alexander's Journey may have been mis-
understood or confused with another fable.

There are other possibilities of identificationof the mitrefigure which
are worth exploring, since a group of them shows frontal figures seated in
chariots or carts flanked by profile animals. Moreover, some examples
seem to represent ascensions. Among these are several Coptic textiles,
one in Berlin which has been described as Alexander's Journey to the
Heavens.10 In general, however, they have been interpreted as represen-
tations of the Sun God, Helios, accompanied by symbolic attributes, such
as the chariot and the flanking animals. When described as Helios, they
also represent ascensions. Several Coptic textiles of the fifth or sixth
century of this type have come down to us. A Coptic roundel of the same
composition as the Berlin piece mentioned above is in the Brooklyn Muse-
um and hasbeen identified simply as an Ascension (Fig. 14); more recent-
ly it has been called Christ-Helios because the nimbus around the head
bears a cross. It seems probable that these designs were developed from
Commemorative coins or plaques celebrating the apotheosis of a Roman
emperor, as in the braceletplaque at Dumbarton Oaks (Fig. 15) or that they
were inspired by Sassanian designs of the apotheosis of a king (Fig. 4).
The link to the mitre figure lies in their connection with an ascension and
in the similarity of the designs, with a central figure infrontal pose, seated
in a conveyance drawn by flanking, usually profile beasts. The absence of
the nimbus in our mitre figure and the orant position of his arms seems
to remove him from an identification with the Sun God.

From Biblical stories there are some representations in this period
of Elijah being lifted to heaven in his fiery chariot,12 but the extant ex-~
amples are not more convincing than the suggestions above from Roman
and Coptic sources.

A further suggestion is that this figure on the mitre-band is another
reference to Scylla herself in her destructive mood, awash in the sea, the
dogs emerging at her sides, and the head of another near the center of her
belt, her arms raised to hurl a stone or an oar at a victim. Scylla, the
beautiful woman who tempted man, who must resist, or suffer the attacks
of the dogs at her waist and the force of her powerful tails.13

Another possibility remains, namely that the figure represents Chary-
bdis, who with Scylla formed the rock and the whirlpool described by
Homer and located between Sicily and Italy according to tradition.14
Whereas references to their despicable attributes occur among writings
of the Church Fathers, visual representations of Charybdis appear to be
non-existant today, or else have not been recognized. The well-known
later proverb, ''Incidit in Scyllam qui vult vitare Charybdis,"15 where
there is no escape from a disastrous situation, suggests that the mermaid
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herself 16 may represent the medieval Christian concept of the baneful
effects of feminine charms and the other figure representing Charybdis,
may exemplify the unhappy results of gluttony.

We return to the first possibility, Alexander's Celestial Journey, be-
cause not only is it the most logical visually, but the theological and liter-
ary evidence of the age supports it most strongly. In medieval times the
fable of Alexander's Celestial Journey was used for moral purposes by
the Church as an example of excessive arrogance and pride, an inheritance
in thinking from the Roman writer, Seneca. The concept was enthusiastic-
ally developed by the Church Fathers, especially in Germany. The vices
of which Alexander was accused included Pride, Ambition, Envy and In-
justice. Alexander was said by Rupert of Deutz to be so proud that he lift-
ed himself above the earth in his arrogance,17 though as recent writers
have pointed out, this concept was less common in medieval France be-
cause of the influence of two centuries of courtly tradition. Alexander was
associated in many medieval minds with Antiochus, the all-conquering
tyrant whose career was forseenby Daniel. Antiochus became the conven-
tional type of Antichrist of whom Alexander was considered to be the
historical precedent.18 Other writers compared Alexander to Lucifer, the
name given to Satan before his Fall. Lucifer's first sin that forever made
him the symbol of evil was the sin of pride. In consequence, the impor-
tance of the representation of Alexander's Celestial Journey not only
attracted people by its bold idea of the exploration of the heavens, but at
the same time taught them to be wary of the sins of arrogance and pride.

Since the mitre figure does not correspond specifically to the con-
ventional or usual representations of any of our present suggestions, how-
ever, it must remain for the time being a puzzle. I it does represent
Alexander, as seems a strong possibility, then we have in it another illus-
tration of arrogance and pride to add tothe other mitre figures - the mer-
maid of lust, the centaur of diabolical duplicity and the lion of ambiguous
kingly power whose figures also occur on this gold band of the mitre. At
this point we can only quote from Robert Frost:

""We go round in a ring and suppose.
The secret sits in the middle and knows. "
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NOTES

1. See the BULLETIN OF THE NEEDLE AND BOBBIN CLUB (hereafter
referred to as N AND B BULL.), 1978, fig. 19.

2. The pose appears to be an adaptation of the classical representations
of PIETAS; see Leclerq, H., DICTIONNAIRE D'ARCHEOLOGIE
CHRETIENNE ET DE LITURGIE, vol. 12, part 2, col. 2291, figs. 9075-
9077; Graber, A., CHRISTIAN ICONOGRAPHY, Bolligen series,
Princeton, 1968, pp. 10-32, pls. 13, 15, 16, 59-61.

3. Swarzenski, H,, MONUMENTS OF ROMANESQUE ART, Chicago, 1954,
pl. 18, fig. 42: pl. 19, fig. 43; pl. 47, fig. 105; pl. 180, fig. 402.

4. "Gilgamesh.” Von Falke, KUNSTGESCHICHTE DER SEIDENWEBER-
EL Berlin, 1913, vol. I, Abb. 129 (opp. p. 94).

5. Carey, G., THE MEDIEVAL ALEXANDER, Ross edition, p. 158. In
Germany Alexander's reputation as a man of bad character was used
as a deterrent to others.

6. This is from Loomis who compiled 29 examples in art works showing
Alexander's Journey (BURLINGTON MAGAZINE, vol. XXXII, 1918,
pp. 136ff and 177-185). Later, Reau, L., (ICONOGRAPHIE DE L'ART
CHRETIEN, 1956, vol. I, pp. 293-296) also made a list. In addition,
several Russian examples are illustrated in Grabar, A., L'ART A LA
FIN DE L'ANTIQUITE ET DU MOYEN AGE, Paris, 1968, vol. 3, pls.
65 a, b, and pl. 66 a, b, ¢, d and 64 a. More recently listed examples
include the ring in the Stathatos Collection, Athens, illustrated in
Coche de la Ferté, E., CATALOGUE HELENE STATHATOS, les
objets Byzantin et post-Byzantin, no. 21; a ring at Dumbarton Oaks
illustrated by Ross, M., CATALOGUE OF BYZANTINE AND EARLY
MEDIEVAL ANTIQUITIES, Dumbarton Oaks, 1962, pl. LXII, no. 122.
In addition, L'Orange identifies a relief at Castel Saint Angelo,
Rome, and another at Thebes as examples of Alexander's Journey
(see: L'Orange, H.P., STUDIES IN ICONOGRAPHY OF COSMIC
KINGSHIP IN THE ANCIENT WORLD, Oslo, 1953, figs. 87, 88, p. 118).
To these may also be added a Coptic textile at Montpezat (Picard, C.,
CAHIERS D'ARCHEOLOGIE, VII, 1954, p. 16, pl. IV, 1 and 2) and a
thirteenth-century textile from Regensburg (Von Falke, OP. CIT.,
Band II, Abb. 307). See also Ross, D.J.A., ILLUSTRATED MEDI-
EVAL ALEXANDER-BOOKS IN GERMANY AND THE NETHER-
LANDS, Cambridge, 1971, fig. 428.

50



10.

11,

12,

13.

14,

15,

16.

Tllustrated in Supka, G., ZEITSCHRIFT FUR CHRISTLICHE KUNST,
vol. XXIV, 1911, pp. 309-314, Abb. 4. A similar story is associated
with Kai Kaus in Persia and with d'Akhikar among the Jews. The
story itself is thought to go back to the second century B.C. The con-
veyance varies according to the country: in some places a basket, in
others a rigid cart, throne or cage. Likewise, the birds are usually
eagles in Eastern examples and griffins in the West. The fable is
surely of Oriental origin but its form was established after it reached
Greece. See also, Millet, G., "L'Ascension d'Alexandre' in SYRIA,
IV, 1923, pp. 85ff.

G. Millet, OP. CIT., SYRIA IV, 1923, p. 135.

The arms of our figure rise almost vertically from the elbow and are
closer to some examples from late Egyptian grave stelae than to the
gentler, broader gesture of the arms in the figure paintings of the
Catacombs. See Klauser, T., JAHRBUCH FUR ANTIKE UND CHRIST-
ENTUM, 1959, p. 115, taf. 14.

Wulff-Volbach, SPATANTIKE UND KOPTISCHE STOFFE, Berlin,
1926, Vol. II, no. 4644, pl. 46.

Riefstahl, E.,, STUDIES IN HONOR OF W.E. CRUM, Byzantine Insti-
tute, Boston, 1950, p. 531ff. See also, Von Falke, OP. CIT., vol. I,
Abb. 74; Weibel, E., OP, CIT., New York, 1952, no. 26; Thompson, D.,
COPTIC TEXTILES IN THE BROOKLYN MUSEUM, Wilbour Mono-
graphs II, Brooklyn Museum, 1971, no. 23, p. 56.

Elijah, Rhenish enamel. See Loomis, R., OP. CIT., plate I 1, pp.
178-1179,

See N AND B BULL., vol. 61, 1978, fig. 19,

Waser, O., Scylla and Charybdis in DER LITERATUR UND KUNST
DER GRIECHEN UND ROMER, Zurich, 1894, pp. 1-17 for origins of
the legend and location of the rocks.

See ALEXANDREIR of Gautier de Lille, a 12th-century poet. The
metaphor is said to be at least as old as St. Augustine.

See N AND B BULL., vol. 61, 1978, p. 3-.
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17, Carey, G., OP. CIT., Ross ed., p. 100. The vices of which Alexander
was accused in early times were Pride, Ambition, Envy and Injustice.

18. Carey, IBID., pp. 121, 124, 138-139.
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Figure 1. 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 2. 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.
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Figure 4. Sassanian, VI-century bowl in setting of later date. Seated king
in the center. Bibliotheque Natignale, Paris.
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Figure 6. Detail of mosaic pavement showing Alexander's Celestial Jour-
ney, Otranto Cathedral, 1163-1166, Italy. Photo Alinari-Art Reference
Bureau, Ancram, New York.
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Figure 8. Carved stone panel showing the Ascent of Alexander at Borgo
San Donino, Fidenza, Italy.
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Figure 9. Alexander's Celestial Journey. Detail from an enameled bowl
with an Arabic inscription showing it was made for Mawud who reigned as
a petty prince for the Seljuq Turks, XII century. Photo Ferdinandeum
Museum, Innsbruck.
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Figure 12, Sculptured capital at Conques, France, showing Alexander
holding the two eagles by a rope around their necks. From Jacques Bous-
quet, LA SCULPTURE A CONQUES AUX X¢ et XII® SIECLES.
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Figure 14. Wool tapestry showing an ascension, Coptic, late VI to VII cen-
tury. Charles Edwin Wilbour Fund, Brooklyn Museum, Brooklyn, New York.

Figure 15. Gold Medallion on a bracelet, Byzantine, second half of VI cen-
tury. Dumbarton Oaks Collection, Washington, D.C.
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BOOK NOTES

Muriel Baker and Margaret Lunt, BLUE AND WHITE: THE COTTON
EMBROIDERIES OF RURAL CHINA. New York, Charles Scribner's Sons,
1978.

The shimmering silks and exquisite embroidery of imperial China
have left us all in wonderment at their faultless workmanship and design.
That they also gave expression to the aesthetics, history and beliefs of
their time adds to their value.

But what of the China that was not of the court? The China of the
peasants whose lives were filled with the rhythm of the ;seasons, the fish,
animals and flowers of their surroundings, their neighbors and folklore?
Aspects of this rural life come through in BLUE AND WHITE: THE COT-
TON EMBROIDERIES OF RURAL CHINA by two embroiderers, Muriel
Baker and Margaret Lunt.

These embroideries were collected inthe 1930's by Dr. Carl Schuster,
of whom it was said by one of his mentors, Robert von Heine-Geldren,
"In his particular field, the study of symbolic folk art, he had no equal."
After three years of studying Chinese in Peking, he made four trips into
western China and brought back almost two thousand articles of folk em-
broidery, from bands on children's clothing to bed-valances. This book
deals with the large group of these pieces in the Field Museum of Natural
History in Chicago.

These cross-stitch embroideries, of indigo-dyed cotton thread on
hand-woven white cotton cloth, tell us of the folklore, the symbolism and
the lives of a peasant people, with a curious echo of ancient Persian de-
sign from the migrations of thousands of Persians and Arabs who came
over the Great Silk Roads of Central Asia. The first quality which strikes
one is their good nature and their humor. Whether it is a dog, a fish, a
rabbit looking over its shoulder, Yin and Yang, a snake, or a rider on an
always sway-backed horse, one's first reaction is to smile, then to study
the complex intricacies of design, unmistakably Chinese, that characterize
the larger pieces, the bed-valances with their beautifully designed medal-
lions, the banners and the bed canopies.

Many of the designs are charted for the reader, who can choose from
hundreds of motifs or all-over designs for a more modern rendering. This
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first book on the folk embroidery of China is, we hope, only the beginning
of the delving into a rich lode for further exploration and study.

— Frieda Halpern

Jarmila Blaékové, TAPISERIE XVL-XVIII. STOLETI V UMELECKO-
PRUMYSLOVEM MUZEU V PRAZE (Tapestries from the 16th to the 18th
century in the Decorative Arts Museum, Prague). Prague, 1978.

The author of this catalogue has provided a brief history of the Prague
tapestry collection in French. From this we learn that, with three excep-
tions, all the tapestries came to the Decorative Arts Museum after 1945.
There are some fifty of them, all, except one Norwegian piece, made in
Flanders and France. Each piece is illustrated, in most cases with de-
tails as well as the complete design; an extra reproduction is cleverly used
to show exactly where the details occur. A brief description and some
basic information about each piece are given in French; for provenence
and previous publications one must tackle the Czech.

Probably only specialists will wish to acquire this book, but it re-
presents a considerable achievement. The cataloguing is scholarly and
the illustrations, though printed on poor quality paper, are adequate for
study purposes. There are some handsome and important tapestries in
the collection, which deserve to be better known.

— Edith Appleton Standen

Julien Coffinet, METAMORPHOSES DE LA TAPISSERIE. Bibliotheque
des Arts, Paris, 1977.

Julien Coffinet, who died early in 1977, had been all his working life
a weaver at the Gobelins tapestry manufactory in Paris. When he retired,
he wrote three books principally concerned with technique. In these, he
made it clear that for him the only truly great tapestries were those made
before 1500, preferably at Arras or Tournai rather than in Brussels.
That is to say, he infinitely preferred tapestries that were as different as
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possible from those that he spent his life producing. For him, the weaver
in the very earliest times was an "artisan créateur,” who degenerated
over the centuries into "copiste sans liberté."

His last book, though it purports to be a history of tapestry from its
beginnings to the present day, continues in the same vein as his earlier
ones. Much more than half the text is devoted to medieval tapestry; the
same is true of the illustrations. The '"métamorphoses' of the title are
those of technique only, rather than of design; through these, Coffinet be-
lieved he could distinguish between the products of Arras, Tournai and
early Brussels. Such a drastic change in the appearance of tapestries as
that caused by the advent of Rubens as a designer in the seventeenth cen-
tury is not mentioned at all. The entire production of the Gobelins and
Beauvais manufactories is dismissed in twenty pages out of a total of a
little over two hundred.

For the studént of medieval tapestries, Coffinet's detailed analyses of
individual examples will be useful. His professional expertise is occasion-
ally valuable throughout, when he deals with such questions as the time
needed to weave a certain type of tapestry, or the differences between
work done on an upright and on a horizontal loom. The author presumably
did not see his book through the press; there is no bibliography nor index
and no references to the plates in the text.

Jules Romain, L'"HISTOIRE DE SCIPION, TAPISSERIES ET DESSINS,
exhibition catalogue. Grand Palais, Paris, 1978.

Anyone who was in Paris between the end of May and the beginning of
October last year could see one of the most splendid displays of tapestry
assembled in recent years. The exhibition and its excellent catalogue
were the work of Bertrand Jestaz, CONSERVATEUR in the Department of
OBJETS D'ART at the Louvre, with the assistance, for the drawings, of
Rosaline Bacou, CONSERVATEUR-EN-CHEF of the CABINET DES DESS-
INS at the same museum.

For it was not only the gorgeous, almost overwhelming magnificence
of the complete Gobelins SCIPIO set from the Louvre, ten huge hangings,
blazing with color, that made this exhibition so impressive, but the oppor-
tunity to compare the finished tapestries with so many preliminary draw-
ings, and even a cartoon. M. Jestaz borrowed an early seventeenth-
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century Brussels example of one subject {(from the Peabody School of
Music in Baltimore, of all strange places) and some late seventeenth-
century pieces from Vienna and Rome to round out a display that was as
instructive as it was splendid.

The extremely complicated history of the series is untangled by M.
Jestaz in the catalogue in masterly fashion, from Frangois I's commission
for the first setin Brussels in1532 (burned for its gold, alas in 1797) to the
Gobelins weaving in the late 17th century. The catalogue, which reproduc-
es everything that was in the exhibition in black and white, with a few de-
tails in color (rather too red, as usual) is a most valuable addition to the
history of tapestry and to the study of Giulio Romano.

— Edith Appleton Standen

Susan Burrows Swan, PLAIN AND FANCY: AMERICAN WOMEN AND
THEIR NEEDLEWORK - 1700-1850. Holt, Rinehart and Winston, New
York, 1978.

In her preface to the admirably written PLAIN AND FANCY Mrs. Swan
tells us how her book came to be. As she began to arrange over six hun-
dred pieces of handwork in the Winterthur collection, for which she is
acting registrar, she soon realized that needlework offered early American
women an important means of creative expression., So she arranged her
needlework collections chronologically and by technique and began to see
a process of development emerge - the finest work before 1785; from 1785
to 1825 the work was proficient; and from 1825 to 1875 there was a marked
deterioration in needlework skills.

After this interesting assessment, she turned to the newspapers of
the times to study closely the advertisements of schools offering training
to young women. By charting what was taught where, she began to correl-
ate this information with the actual handwork. As her knowledge grew,
she came to compare the relation between the lives of these women and
their needlework, and supplemented the study of the nineteenth-century
magazines with diaries, journals, letters and recollections, in a scholarly
and thorough fashion,

This is the core of this beautifully illustrated book - the correlation
between the position and status of women and their needlework here photo-
graphed to perfection with appropriate notes. The chapters graphically
trace the changes in the social position of women from pre-Revolutionary
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days to the period of enlightenment and the effect of the writings of Mary
Wollstonecraft, on to the Victorian period. Quotations from letters and
journals allow the women to speak for themselves., So does their hand-
work. It is the precise presentation and careful discussion of how hand-
work changed as the women who did it found their situation changed that
gives the book its real distinction. It is absorbingto follow the correlation
of needlework to society - from crewel work and tent stitch samplers to
mourning pictures to Berlin wool-work.

Because PLAIN AND FANCY tells two stories so well, it is doubly
interesting, whether your interest be the domestic history of this country
and its females, or the development of embroidery, this book delineates
both. Mrs. Swan tells us she worked five years on PLAIN AND FANCY.
The engaging result which enlightens us on the continuous round of house-
hold duties, the emergence of tea-drinking, card-playing and the lady of
the house, and the beginnings of philanthropy, all paralleling the different
forms of embroidery, will, I hope, be with us for a long time to teach us
our history and the place of embroidery in it.

— Frieda Halpern

Pierre Verlet, etc., THE BOOK OF TAPESTRY, HISTORY AND
TECHNIQUE. Viking Press, New York, 1978.

Readers of the NEEDLE AND BOBBIN CLUB BULLETIN should not
succumb to the temptation of spending $40 for this weighty tome with a
Cluny lady and her unicorn on the dust cover. It is only a reprint of the
1965 book, GREAT TAPESTRIES, published by Edita S.A., Lausanne. Many
illustrations, both in color and black and white, have been omitted and the
only substantial addition is thirty-five pages of reproductions of entries
in the biennial tapestry exhibitions at Lausanne from 1962 to 1977. Those
interested in these objects, which should surely be called 'textile con-
structions' rather than 'tapestries,”" can consult the catalogues of the
exhibitions.

— Edith Appleton Standen
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CLUB NOTES

The season opened with a lively lecture on Wednesday, January eight-
eenth, by Marvin Schwartz of the Metropolitan Museum of Art on ''Neo-
Classical Interiors - English,French, and American," illustrated by slides.
Mrs. James Cash Penney generously offered her apartment for this meet-
ing and provided a splendid tea afterwards.

Mrs. Chester Dale invited the members of the Needle and Bobbin Club
to be her guests at the River Club on Wednesday, March fifteenth, to hear
Mrs. Williston Benedict speak on '"The Paisley Motive - the Botte." The
elegant tea afterwards was enjoyed by all.

Miss Edith Appleton Standen, consultant tothe department of European
Sculpture and Decorative Arts at the Metropolitan Museum of Art, spoke
on "The Splendour of Tapestry,"” on Wednesday, April nineteenth, in the
home of Mrs. Rudolph von Fluegge, whose warm hospitality and abundant
refreshments always add greatly to the occasion.

On May tenth a group of Needle and Bobbin Club members, mostly
from the area, viewed British art in the new Mellon wing of the Yale Art
Gallery in New Haven. They felt privileged tobe able to enjoy distinguish-
ed examples of traditional and impressionist British Art from the Mellon
estate on permanent exhibition through the generosity of the donors. The
group had luncheon at one of the many fine restaurants nearby.



A charming and scholarly talkon '"The Royal Needlewomen - Elizabeth
I and Mary Queen of Scots' was given by Mrs, Margaret Swain of Edin-
burgh on Wednesday, November eighth, in the Private Dining Room of the
Metropolitan Museum of Art. The generous hostesses responsible for this
occasion, including the delicious tea served first, were Mrs, Paul C. Guth,
Mrs. John Hammond and Mrs. Samuel H. Ordway, Jr.

The traditional yearly tea and cocktail party for Needle and Bobbin
Club members and their escorts and husbands was held on Friday, Dec-
ember fifteenth, at the home of Mr. and Mrs. Paul C. Guth, the president.
It was even more festive and more enthusiastically attended than ever.
Over sixty people enjoyed the Guths' attractive apartment and warm hos-
pitality.

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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BOOKS FROM THE METROPOLITAN MUSEUM OF ART

The Unicorn Tapestries, by Margaret B. Freeman

Explains the intricate symbolism depicted in the magnificent
late- Gothic tapestries at The Cloisters, and gives a full ac-
count of their style and history.

246 pages, 301 ills. (51 in color), 9 1/2 x 12 in., cloth.
(D2100) $45.00

Needlework Patterns from The Metropolitan Museum of Art
by Susan Siegler

Both a pattern and source book, including 24 adaptations in
crewel and needlepoint of textiles from the Museum's col-

lection.
184 pages, 74 ills. (24 in color), 9 1/2 x 11 in., cloth.
(C1922) $117.50

To order, please send your check or money order to the
address below,

Include $2.00 shipping charge and appropriate taxes if the
delivery address is in N.Y. State.

THE METROPOLITAN MUSEUM OF ART, Dept. NB 9
255 Gracie Station, New York, New York 10028
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