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Hello TWW Members, 

What a day for contemporary tapestry! 

Spending an entire day on January 29, 2017 
in a renowned art museum like the San José 
Museum of Quilts and Textiles, completely 
Ƥ������������������������������ǡ����������������ǡ�
heartwarming, stunning, and jaw-dropping 
experience. The works were so diverse in theme 
and execution, a real survey of where the craft is 
at the moment. It was a wonderful opportunity to 
�������������������������ǡ�Ƥ��������������������
to names for some and for many, rekindling old 
friendships. Though we’re spread around the 
world, our community is thriving and tight-knit, 
united by our passion for the medium.

We started the day with a mind-bending lecture 
from pioneering jacquard weaver Lia Cook as 
she took us on a personal journey from her early 
abstract work to current groundbreaking pieces, 
which incorporate brain imagery and the results 
of her work with neuroscientists. Next, nestled 
among the gorgeous works in the American 
Tapestry Alliance Biennial 11, we enjoyed an 
engaging panel discussion with several artists 
in the show, a few visiting all the way from 
Europe. Questions about inspiration, technique, 
and the sublime were discussed. The full day’s 
program culminated in an artist walk-through 
and receptions for all four tapestry exhibits, 
including TWW's second showing of Elemental 
Tapestry: Earth, Air, Fire and Water. It was a joy 
to see work from our members hanging in such 
a lovely location among peers and to hear a little 

about each piece. Thank you to all our members 
who made this extraordinary day happen, 
from installation to marketing and treats at the 
reception.

Our next meeting on March 19, 2017 will give us 
a chance to celebrate tapestry further at the San 
José Museum of Quilts and Textiles exhibit titled 
Embedded Pattern: Three Approaches, a show 
by three of our members: Deborah Corsini, Alex 
Friedman, and Michael Rohde. All three have been 
working in tapestry for many decades, and we 
look forward to seeing the development in their 
new work and learning from Alex’s lecture on 
woven patterns.

Over the last few months, we’ve had several 
new members join TWW, an exciting start to an 
exciting year. We look forward to connecting with 
them at future meetings, workshops, and online.

— Ama and Elizabeth
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American Tapestry Alliance Biennial 11

San Jose Museum of Quilts and Textiles, San Jose, California

Opening Reception January 29, 2017

Panel discussion "Contemplating the Sublime" at ATA Biennial 11

��������������������������������������ǣ� ̺��������ơ̺���������������Ǣ�̺���������̺��������������������������Ǣ�
̺������������̺����������������Ǣ�̺��������������̺���������������������Ǣ�̺�������������������̺������������������Ǥ

Partial panoramic view of ATA Biennial 11 exhibit
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Member Impressions of ATA Biennial 11

"Having four textile exhibits, including ATB11 and our TWW 
show together at the museum was extraordinary. The panel 
discussion was interesting and hearing artists talk about their 
work is always a treat.

Most extraordinary was that people came from all over for 
����������������������������������ƪ�����Ǥ�������������
to see so many TWW members, meet tapestry artists and 
I loved getting to see old friends, too. It is a pleasure to be 
part of this rich and vibrant tapestry community."

ȅ Tricia Goldberg
�����������������������������ȋ����������Ȍ�

��������̺��������������̺�Ǥ

̺��������������̺������������

�������������������������������������������̹��̺�������̺�
ȋ����������ȌǤ����������̹�̺���������������̺�������������

���������Ǥ

�������������
is pictured 

with her 

piece, 

̺������̺��
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Partial panoramic view of ATA Biennial 11 exhibit

Visitors discuss 

�����������̹��

piece titled 

"Concession 

ȋ
�������Ȍ����

���������ǯ�̺Ǥ

Visitors discuss 

"Aranya" by Janette 


�����ȋ����Ȍ�����
̺����̹������̺�����������


��������
ȋ������������ȌǤ
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��������������������������
����������������̺	���ǡ���������
����������������������̺�
������������������

������������Ǥ

Don't Miss the Video

Have you seen the video that well-known 

����������������������������ơ�������������

San Jose ATA ATB11? 

It includes parts of the TWW exhibit and 

is available on YouTube. Go to Rebecca 

����ơ̵������������������������Ǥ

Member Impressions of ATA Biennial 11

"Experiencing the actual tapestries from the 
American Tapestry Biennial 11 was a wonderful 
treat. Some tapestries I particularly enjoyed were: 
“Tatouage II” by Rowen Schussheim-Anderson with 
its tiny dots of color; “Out of Darkness” by Nancy 
J. Dugger with its nuance of colors especially in the 
����������ǡ�������������ƥ���������������������������
in a photo; the dimensionality of “Gavrinis Keep” 
by Mary Kester; the painterly color gradations 
in “Cordes Sensibles” by Suzanne Paquette; the 
velvety areas of “Crimson Prelude” by Rowen 
Schussheim-Anderson; the layering of parts in 
“Constancy, Continuity, Departure” by Matty 
Smith, and much more.

I most enjoyed the chance to hear the artists talk 
about their pieces, including their inspirations, use 
of techniques, and thought processes they went 
through as they wove their tapestries. For example, 
Deborah Corsini explaining her interest in issues 
of immigration that inspired her piece, “Borders”; 
Birgitta Hallberg telling us about the elves in 
“Elverhoj “; in “Detritus”, Barbara Heller describing 
Ƥ����������������������������������������������
decided to portray them just as she saw them, with 

no editing of the composition; Monique Lehman 
showing us the back of her piece, “Inspiration”, 
which is stabilized with tulle and how her random 
stitches show through on the right side and are so 
appropriate to her design; listening to Kathe Todd-
Hooker explain how her tapestry, “Safe Haven” 
depicts a street from her childhood and a special 
family car; and Linda Wallace’s description of how, 
after her brain cancer, she couldn’t remember how 
to weave but friends helped her warp her loom 
and she started her weaving with the small colorful 
blocks at the bottom which evolved into her piece 
“The Journey Back”."

ȅ Sharon Crary
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Artist Barbara 

������������������
concept and 

execution of her 

�����ǡ�̺��������̺ǡ�
during the ATA 

Biennial 11 artist 

����Ǥ

 Alex Friedman and 

��������������������
���������������Ǧ�������
about her piece “Safe 
Haven”.

Visitors view 

̺�������������̺�
�����������Ǥ



Page 7

TEXTiles: Free 

Associations with 

Words and Weavings

by Ama Wertz

I have been a bookseller for more 
than a decade, so I can’t help but 
associate great books with just 
about everything. There were a few 
pieces from the tapestry bonanza at 
the San José Museum of Quilts and 
Testiles that reminded me of certain 
books because of the subject or 
mood of the piece, so I did a little 
mash-up of the weaving and the 
book, plus a very short review. I 
know many of you are big readers, 
�������������������Ƥ�������������
read.

"Suzy’s Pond" by Tricia Goldberg
Pond by Claire-Louise Bennett

A meditation on life, friendship, and 
solitude from a nameless woman 
living in rural Ireland. Absolutely 
charming.

"Connect To Me" by Lia Cook
�����������������������������������

��� by Oliver Sacks

The late, great neuroscience 
writer of our generation paints the 
brain as an incredible, imperfect 
machine through a series of 
������������������������ƫ�����������
neurological disorders.

"Prelude to the Afternoon of a 
Fawn" by Gabriela Cristu

The Penelopiad by Margaret Atwood

Sketches of the familiar epic 
adventure in The Odyssey, but told 
from the perspective of his very 
misaligned wife, Penelope. Tragic 
and witty, but full of the most 
fantastic magic.

̺����ǯ������̺�����������
�������

̺����������̺������������
"Prelude to the Afternoon of a Fawn"

����
��������������
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 An Interview with Michael Rohde

�������������

Michael Rohde has been a long-time tapestry weaver 
and an active member in the tapestry community. 
He is well traveled and has a deep interest in global 
textiles. The exposure he has had to the many cultures 
he has been immersed in has shown to be extremely 
��ƪ�������������������Ǥ����������������������������
Michael about his work and experience as a tapestry 
weaver. Also, be sure to see his work in the upcoming 
show “Embedded Pattern” at the San José Museum of 
Quilts and Textiles where Rohde is one of the featured 
artists.

How do you describe your work?

Abstract and geometric with intense colors. My work is 
��ƪ��������������������ǡ��������������������������������
on in the world with some political statements. 

Tell us about some of your travels.

T�������������������ơ��������������������������������

ǲ���������������ǡǳ�͚͘͘͞ǡ�͜͡Ϊǳ���͛͠ΪǳǤ�
��������ǣ������������ǡ�������������ǡ�������Ǥ�

�����ǣ���������������Ǥ

they live their lives. I spent one month in the eastern 
grasslands area of Tibet. During my time there, I 
�������������������������������������Ƥ���������Ƥ�����
����������ƪ���Ǥ������������ƪ���������������������
������������������������������������ƪ���������������
it encounters, like an impermanent prayer.

Also more recently, I was in Thailand with a group. 
From my travels, I have a stockpile of memories of 
images and techniques that come out later in my 
work. For example, the Turkish tiles in Istanbul, a 
garden wall in Oaxaca, kimonos I saw in Japan have 
been in my pieces.

Where did your interest in weaving start?

In the early 70’s, I saw a person wearing a blouse of 
a hand-woven quality otherwise I would not have 
noticed it. It got me wondering about how cloth is 
made. It took me three years to get a rigid heddle 
loom which I purchased at a needlepoint store. I 
Ƥ����������������������������������������������������
magazine book on weaving and used kite string and 
����������������������������������ơ�������Ǥ����Ƥ����
works were small tapestries with very long fringe.

�����������������������������������ǡ�����������ƪ����
����������ƪ��������t and started weaving rugs, 
though most ended up hanging on a wall rather 
���������ƪ����������������������������������������
transition to tapestry weaving. The last of the rugs 
I wove were block weaving. Then Navajo weaving 
set the path for more geometric shapes. I have been 
��ƪ��������������������������������������������̶����
make curves when the loom works on a grid?" 

Do you have any new pieces that you are currently 
working on?

I’m working on a 4’ x 6’ piece related to cultural 
textiles that also embodies language as in the way 
symbols or glyphs are used.

Have you taken any classes or workshops to further 
your weaving?

Yes. A "Text in Tapestry" workshop from Archie 
Brennan and Susan Mafei, Navajo weaving and a 
multi-day class with Sarah Swett on small tapestries 
that represent ribbons with folds. I also have taken 
a dyeing workshop with Michele Wipplinger from 
Earthues.

Interview continued
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Do you dye your own yarn?

Yes, I have dyed all my own yarn for a long time. My 
“Pixelated Faces” pieces were all woven with naturally 
dyed yarns. I have also taught dyeing workshops several 
times at the request of the students.

�����������Ƥ������������������ǫ

For several years, I was also making knotted cylinders 
and baskets. They were vessels in various sizes made 
from knotti���Ƥ������������������������������Ǥ

Tell us about your upcoming exhibit “Embedded 
Pattern” in March.

The exhibit is about pattern in textiles from three 
artists’ approaches. I have four pieces in the exhibit that 
������������������ơ��������������������������������������
Guatemalan color combinations, Japanese boro scraps in 
������ǡ������������������������������������������ƪ���Ǥ

How long have you been a member of TWW?

I’ve been a TWW member for 15 years and have also 
been on the board of the American Tapestry Alliance for 
seven years. 

How has interest in tapestry changed in your time on 
the board?

Since I’ve been on the board, we have seen membership 
growth double in numbers. I credit this to the good 
Membership Outreach Chairs we have had.

Do you have any words or advice for TWW members?

Don’t b����������������������������ơ�����Ǥ�����������ǡ�
try something new.

ǲ����������̺ǡ�͚͙͚͘����������������	�����������Ǥ
Photo: Andrew Neuhart

ǲ����̺ǡ�͚͙͚͘����������������	�����������Ǥ�
Photo: Andrew Neuhart

��������������������������������
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Member News

From Tricia Goldberg ...

"January was exciting! Not only did we have 
our wonderful TWW reception at the San 
José Museum of Quilts and Textiles, but in 
conjunction with their ATB11 exhibition, the 
American Tapestry Alliance invited me to 
teach a three-day workshop. The class was 
held nearby before the Sunday, January 
29th events. Ama Wertz was invaluable as 
my teaching assistant."

ȅ Tricia Goldberg

Tricia demonstrating

Phyllis, a 

student 

from North 

Carolina

�������ȋ����������Ȍǡ�

����ȋ�����������Ȍǡ�����

members of the class

Tapestries from the class
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Member News, Continued

Janette Gross' piece, "Purple Rain", will be shown 

at the Textile Center in Minneapolis, Minnesota in 

an upcoming show honoring the late singer, Prince. 

The main part of the show is a curated quilt show; 

however the Center decided to include this piece 

as a "pop-up" elsewhere in the Center. For online 

information about the show go to 

textilecentermn.org

Nicki Bair's tapestry "Hands Up Don't Shoot" 
has been accepted into the American Tapestry 
Alliance Small Tapestry International 5: 
Crossroads. 

̺�����������̺�����������
����

̺������������̹�������̺��������������

At Tricia's 
Berkeley 

studio, her 
student 
Martha 

Lightcap 
cuts 

�ơ�����
piece she 

created 
in class.  

Below 
is a 

close up. 

From Tricia Goldberg's Studio ...
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From Our Historians

Introduction

The tapestry I have chosen to study, “St. Michael 
Overcoming Satan”, is part of a series of eight 
tapestries, each measuring over 17 feet high by 27 
feet wide, which portray the Apocalypse as set forth 
��������������������������Ǥ�������������������Ƥ���
������ƥ��������������������������������������������
during one of the most important historical eras in 
tapestry, which took place in Brussels between the 
years 1510 and 1540. After a cartoon attributed to 
Bernaert van Orley, it is one of perhaps 17 sets of 
tapestries, or 90 designs, which are said to originate 
from his studio, many of which have received wide 
acclaim. The Apocalypse tapestries are among several 
sets that have not had much attention in the way of 
scholarship, probably due to the high percentage 
of borrowed artistic motifs, and its hybrid Gothic-
���������������������Ǥ��������ơ�������ơ��������Ƥ����������
����������������������Ǥ����������������������Ƥ������
of this set, it remains a pastiche, a hodgepodge of 
visual references, an apparent assemblage of no single 
individual mind or unique point of view.

Attribution

The attribution of the cartoons of “The Apocalypse” 
series to van Orley was made both by Marthe Crick-
Kuntziger1 and Roger-A. d’Hulst.2����������Ƥ������
in their statements may be due to a familiarity with 
the series in its entirety, whereas I must rely on the 
reproductions of only two of the panels. The sixth 
tapestry in the series, according to Carretero,3 contains 
more original design work than the other panels 
and it thus may provide further visual evidence to 
support the attribution. However, contrary to these 
opinions, neither Max J. Friedländer (1972) nor Maryan 
Ainsworth (1982) includes the set in van Orley's oeuvre. 
Ainsworth's assessment of the Apocalypse reads as 
follows:

«...As for the Apocalypse, it has often been 
attributed to Van Orley on the basis of the 
similarity of facial types and figures. However, 
the borrowing from the Apocalypse print 
series of Dürer, Cranach, and especially 
Holbein, is so all-pervasive that there is very 
little of Van Orley there. Perhaps it is the 
clever pastiche of a master weaver with the 
print series in hand. A complete study of this 
tapestry set and sources is needed."4

It is true that both the “Adoration of the Lamb” 
ȋ����������������Ȍ���������ǲ��Ǥ��������ǳ�ȋƤ�����������
set) contain direct quotations from Dürer’s well-
known prints of “The Apocalypse” (see Fig. 1), 
which was printed in 1498 and again in 1511. On the 
other hand, a close inspection reveals that someone 
from van Orley’s workshop, if not Bernaert himself, 
entirely recast the images and added elements of 
their own.

“St. Michael Overcoming Satan”

The problem for the designer would have been to 
relate the story of the Apocalypse in a new and 
successful way. Relying on a familiar three-part 
division of the rectangular format and choosing 
familiar images for ease of readability, each tapestry 
still had to achieve a visual cohesion and a new 
sense of drama. The story begins at the upper left 
and moves towards the center, but in this case a 
divided center. The woman of the apocalypse (Rev. 
12:13) turns towards the left and her story continues 
in a leftward direction, moving back into the picture 
plane. Staying in the background one then moves 
towards the right to see the beast rising from the 
sea mouthing blasphemy (Rev. 13:1). Continuing to 
the right still more, one witnesses the worship of 
the beast (Rev. 13:4), followed by its waging of war 

St. Michael Overcoming the Dragon

Tapestry Cartoon Attributed to Bernaert van Orley

���������������ơ���͙̽͜͡͡
ȋ������������������������������������������ǡ����Ǥ�͙͘ǡ���Ǥ�͛ǡ�����͙͡͡͝Ȍ
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on men (Rev. 13:7). The fullest and most overwhelmingly 
dramatic scenes burst upon the viewer in the right 
foreground.

Taking advantage of perspective in this way, the 
composition moves in graceful, continuous loops that 
���Ƥ����������������������������������Ǥ�������������������
undertaking to maintain across eight tapestry panels, 
and in this context it makes sense to revise familiar 
Ƥ�����Ǥ������������������������������������������������
begin organizing the narrative, but it also speeds up the 
viewer’s ability to read the story and get the dramatic 
punch simultaneously. In attempting constantly to 
develop a strong foreground drama, however, certain 
decisive changes had to take place.

����������������������Ƥ���������������������ǡ��������
upper left portion of the tapestry (Fig. 2), shows that he 
holds the lance across his body from upper left to lower 
�����Ǥ����Ƥ������������������������������������������ürer's 
St. Michael (Fig. 1), such as commonly takes place in the 
weaving process. However, the knees of St. Michael are 
in the same position as in Dürer's print, indicating that 
the cartonnier understood the human body well enough 
to improve the thrust of the pose. Furthermore, the 
addition of billowing sleeves to St. Michael's robe  
(Fig. 2) increases the sense of sudden motion; in 
addition, drawing the Archangel's wings in closer to his 
head and raising them up high completely dramatizes 
the moment of triumph. A further comparison between 
this St. Michael and that of an undated panel painting 
by van Orley of the saint beside a donor reveals the 
same soft facial type, with short curly hair and gentle 
expression, and holding the same lance. 

Friedländer points out that van Orley develops this facial 
type early in his panel paintings, as in "The Altarpiece of 
the Lamentation" of about 1522:

".. .vacuous, youthful faces... Grief and sorrow are 
expressed in furrowed brows and open mouths, 
with the sentimental style appropriate to the age. 
The noses are short, the broad and shallow chins 
cleft, the eyelids deeply moulded. The master 
favours a posture of the head peculiar to himself - a 
side view, the part of the forehead of the averted 
side visible, while the lower part of the face appears 
in profil perdu. ... [T]he curly hair with its many 
circular locks is also reminiscent of Gossart. Hands 
are thoroughly modeled... the fingers are commonly 
extended in parallel, their joints set off from one 
another by shading."5

Figure 1

Figure 2
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����������������Ǥ���������Ƥ��������������������������
does the woman who receives the wings of the eagle 
although the latter’s face seems slightly narrower 
than those in the “Lamentation” and closer to the 
Virgin’s in “The Annunciation” in Oslo of about 1518. 
The Archangel Gabriel of “The Annunciation” also 
bears a resemblance to the angel who places the wings 
on the woman’s back in the tapestry. In contrast, this 
��������������Ƥ�������������ò��������������������������
details only in the crown and in the knee-length pose. 
I believe these similarities are retained for the purpose 
of making the characters recognizable, much as saints 
were drawn with their signature attributes.

Endnotes
1 Marthe Crick-Kuntziger, “La Tenture de l’Apocalypse,” 

in Bernard van Orley: Apocalypse. Ars Europeae: 
Témoignages de la civilisation européenne, (Antwerp: 
DeBeurs, 1956), pp. 32-37, referred to in Antonio 
Domínguez Ortiz, Concha Herrero Carretero and José 
A. Godoy, Resplendence of the Spanish Monarchy, 

���������������ơ���͙̽͜͡͡

ȋ������������������������������������������ǡ����Ǥ�
͙͘ǡ���Ǥ�͜ǡ��������͙͡͡͝Ȍ

More entrancing to look at, however, are the beasts 
which populate the tapestry. More outrageous 
than Dürer’s humorous concoctions, they are far 
more threatening than even those in Schongauer’s 
“Temptation of St. Anthony” (print of 1475). The 
monstrosities emerge from a darkly shaded realm in 
the lower left—unusual in its darkness. At a time when 
�����������������������������������������������Ƥ�����ǡ�
this passage must have been a veritable challenge to 
weave. These are life-sized devils, the early equivalent 
����������Ǧ�ơ���������������Ƥ���ǡ���������������
fearsome but titillatingly exposing their undersides. It 
seems unlikely that van Orley would be at all interested 
in rendering such fantastic monsters, whether the 
horned beast that appears right out of Dürer’s print at 
the upper right of the tapestry (Fig. 1), or those in the 
������Ǥ�������������������Ƥ�������������������������������

Renaissance Tapestries and Armor from the Patrionio 
Nacional, (New York: The Metropolitan Museum of Art, 
1991), p. 165. Unfortunately it did not occur to me to 
try to get this article in time for this paper.

2 Roger-A. d’Hulst, Tapisseries Flamandes du XIVe au 
XVIIIe Siècle, (Brussels: Editions Arcade, 1966), p. 168.

3 Antonio Domínguez Ortiz, Concha Herrero Carretero 
and José A. Godoy, Resplendence of the Spanish 
Monarchy, Renaissance Tapestries and Armor from 
the Patrionio Nacional, (New York: The Metropolitan 
Museum of Art, 1991), p. 41.

4 Maryan Ainsworth, Bernart van Orley as a Designer 
of Tapestry.�ȋ���������ǣ�����������������Ƥ����
International, Ph.D. 1982), p. 58.

5 Max J. Friedländer, Early Netherlandish Painting; Jan 
Gossart and Bernart van Orley, Vol. VIII, (New York: 
Praeger Publishers, Inc., 1972), p.70, commenting 
center panel of the “Altarpiece of the Lamentation” in 
Brussels, 1522.

St. Michael Overcoming the Dragon

Tapestry Cartoon Attributed to Bernaert van Orley 

Part 2 of 3 Figure 1
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participated in the design, for the beasts are so clearly 
Northern in conception. Van Orley’s concerns were 
oriented to what was happening in the south, and the 
����������������������Ƥ�����������������Ǥ���������������
hired someone else to add this Northern touch.

Raphael’s Cartoons

In 1516 the “Acts of the Apostles” cartoons designed 
by Raphael arrived in Brussels. The event had many 
implications and broad repercussions. The exchange 
between Italy and the Netherlands up until this time 
had occurred in sporadic waves. An Italian painter, 
Jacopo de Barbari, worked for the Regent of the 
Netherlands, Margaret of Austria, at her court in 
Mechelen and probably acted as a living source for 
reporting the developments in Italy. The works of 
northerners like van Eyck were collected in the south, 
although in the north only reproductions of southern 
works appeared in the form of prints or drawings. 
The chance to see the latest work of Raphael in the 
cartoons must have drawn many artists to the studios 
of Pieter van Aelst, the top Brussels tapestry weaver.

They were obviously studied and copied by a number 
������������������������������������Ƥ����������������
a variety of artworks. The introduction of men with 
muscular torsos, thick arms and legs, and women with 
softly rounded features corresponded with a waning of 
����������������������ǡ������Ƥ������������������
������
style. Raphael’s conception of historical narrative 
also brought an end to the explicit story-telling of the 
Gothic. The largest impact of these changes registered 
with van Orley, who tried to match Raphael with even 
grander, more ambitious projects for tapestry.

Bernaert van Orley

Born in 1488 to Valentin van Orley, a master painter, 
Bernaert must have received training at a young age 
in his father’s studio. His brothers Everard and Gomar 
were probably similarly trained by their father.1  In 1512 
Valentin van Orley moved to Antwerp to establish 
a painting studio there, leaving his sons in charge in 
Brussels. By 1517 Everard had also moved to Antwerp.2 
Bernaert was clearly handling the position of master 
quite well because in 1518 he was named court painter 
by Margaret of Austria, achieving a recognizable status.

�����������������������ơ������������������������������Ǥ�
Panel painting had a steady market for altarpieces, 
devotional paintings, and portraits following in the 
wake of Rogier van der Weyden. By 1500 the painters’ 
����������Ƥ�������������������������������Ǧ�����������

Figure 2

and regulations. Sculptors still had to turn to the 
�������������Ƥ������������ǡ�������������������������
�������������������������Ǥ�����������������ƪ���������
in Brussels from the late 1400’s on, a growth that 
attracted the attention of the painters, some of whom 
painted designs for the weavers.

It is possible that Valentin van Orley may have 
designed tapestry patrons (small-scale models) or 
even cartoons, although there is no clear evidence that 
������Ǥ�����������������������Ƥ�������������������
1516 and 1518 for the series known as “The Legend of 
Notre-Dame du Sablon”, a series of four large panels.3 
Considering that both Valentin and Everard were in 
Antwerp at the time, it seems likely that Bernaert either 
had experience already with handling such large
projects, or that he worked with someone else who 
did. In either case, the design is decidedly late Gothic 
in composition, following certain traits used by Jan 
van Roome. Van Roome was successful prior to 1517, 
producing the design for the “Legend of Herkinbald” 
(1513) and the ten tapestries of the “David and 
Bathsheba” series (between 1510 and 1515) (Fig.2). 
He had developed the use of decorative columns to 
divide the tapestry panel into three continuous parts. 
Van Orley, in the “Sablon” set, uses the idea of three 
�������������������������ơ�����������������������������
scenes of the narrative, consistent with his early 
approach to panel painting.

The striking thing about both van Orley and van Roome 
is the noticeable mixture of Gothic and Renaissance 
ideas. In the “Sablon” piece the connections to the late 
Gothic tradition of van der Weyden are still dominant in 
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����������������Ƥ���������������������Ǧ���������������
�������������������������������������������Ƥ�����Ǥ�
A comparison between the blank formality of van 
Roome’s rendition of Bathsheba (Fig. 3) and van Orley’s 
more dimensional and expressive face of Beatrice  
(Fig. 4) shows the assertive change that van Orley 
begins to take on at this time. In other words, the 
Renaissance makes itself known through a round, 
Raphaelesque treatment of faces and through 
architectural decoration, and it will soon make its 
appearance in compositional structure.

Tapestry as an Art Form

The scale normal to tapestry in the early 1500’s 
���������������������������������������������������Ƥ��ǡ�
which had high walls forming large, intimidating 
rooms, the sort of echoey spaces only royalty or clergy 
��������������Ƥ��Ǥ����������������������������ǣ�Ƥ���ǡ�
that tapestry had to be made through a collaborative 
process analogous to the construction of the buildings 
that they hung in; and second, that the visual 
composition had to work from far away or from close 
up.

A weaver’s work proceeded up the warp from one 
edge—usually from the narrow side, or at ninety 
degrees to normal viewing—in increments of 
connecting shapes. There was no “ground” to work 
on, only the accumulation of puzzle-like pieces. Along 
a twenty-foot wide loom, six to eight knowledgeable 
weavers worked side by side. They coordinated their 
pace and abilities, negotiating the interconnected 

Figure 4

Figure 3 forms, shifted to another task while the master 
weaver completed a face, working steadily over many 
months (or years) to reach completion. A weaver, 
even today, gets massively, depressively bored if an 
uninterrupted color extends before them for months 
at a time: it becomes uninteresting, wastefully dull 
���������������Ƥ����������������������Ǥ����������
moves rapidly and successfully when there are clear 
sequences of related shapes, and when areas are 
��Ƥ�����������������������������������������Ǥ����
amazing amount of complexity can be handled when 
broken down into coin-like or ribbon-like units. These 
characteristics evolved over time in the hands of 
the weavers and gave tapestry its distinctive, richly 
decorative surface. It is what delights the eye on close 
viewing. However, to succeed from a distance the 
work needs an overall strong composition. 

Endnotes

1 Ortiz, Carretero and Godoy, p. 55, states that the 
brothers worked with Bernaert in his studio along 
with other assistants. Ainsworth speculates that the 
entire family returned to Brussels before 1527.

2 Friedländer, p. 51

3 Ainsworth asserts that van Orley designed this set, 
although Friedländer makes no mention of it in his 
list of the artist's tapestries.
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St. Michael Overcoming the Dragon

Tapestry Cartoon Attributed to Bernaert van Orley 

Part 3 of 3

���������������ơ���͙̽͜͡͡

ȋ������������������������������������������ǡ�

���Ǥ�͙͘ǡ���Ǥ�͝ǡ���������͙͡͡͝Ȍ

Tapestry Design

To handle the overall compositional problems, and prior 
to the cartoon, the artist may develop sketches or loose 
drawings and then paint a careful maquette or patron. 
This development process was favored by van Orley, 
becoming the norm which even Rubens followed in the 
early 1600’s. However, the cartoons took a fair amount 
of time to paint at full-scale and since the weavers cut 
them into strips to place under the warp and thus were 
perishable, a class of painters called “cartonniers” 
developed for this work. Van Orley probably worked 
with his cartonnier, painting certain parts himself, but 
it would have been unnecessary to involve himself 
extensively if he had a cartonnier whose work he 
trusted.

The separation and specialization of tasks can create 
a distance between painter, cartonnier and weavers. 
However, in the case of van Orley it appears that he had 
close personal ties within the tapestry community. He 
belonged to the Brotherhood of St. Sebastian, “a group 
more than half of whose recorded members were 
legwerkers or weavers.”1 When he and his family were 
under inquisition in 1527, one of those who provided 
testimony was a tapestry weaver. Apparently it was 
not unusual to have close professional relationships 
between painters and weavers. The point is that van 
Orley did maintain personal relations with tapestry 
weavers and he probably understood their point of 
view. He knew what weavers looked for in a good 
tapestry design: that they engaged in a translation of 
the cartoon, judged it as they worked, weighed every 
������������������������ǡ�����Ƥ���������Ǧ������������
marks too vague or subtle for wool. Tapestry was not 
expected to render a copy of the cartoon, for wool, 
silk and gold threads are not paint, but to create a full-
blown presentation, or a staging, of it.

Prior to 1476 a weaver did not have to involve him/
herself with a painter in order to produce a tapestry. 

Yet there are several recorded instances of contracts 
between weavers and painters for supplying images 
to be woven,2 an indication that the weavers found 
it advantageous to have painted references for their 
work. As the art of tapestry spread during the mid-
1400s, most weavers must have drawn up their own 
cartoons. But as the demand for tapestries grew, 
�������Ǧ�������������ǡ��������������ǡ�����ƥ����������Ǥ�
If the increased amount of work caused weavers to 
spend more time at their looms then they would have 
correspondingly less time available for drawing on 
paper. The result was that the studios began to repeat 
variations of one cartoon, modifying it each time to 
keep the work interesting and to please customers. 
�������������������������Ƥ��������������������������
�������������������������������������Ƥ����������������
in progress.

The evidence that the workshops sought out 
journeymen not associated with the painters’ guild for 
������������������������͕͚͛͘���������Ƥ�������������������ǯ�
guild against the tapestry makers. The resulting 
decision “authorized weavers to design trees, animals, 
boats and plants for the verdures (i.e. decorative 
tapestries of foliage and landscape) and to complete 
or correct their cartoons with charcoal, chalk or pen. 
However, they were obliged thereafter to rely on the 
painters’ guild for all other designs.”3 The result was 
that the weavers could continue developing stock-in-
trade compositions as long as the painters provided 
����Ƥ�����Ǥ���������������������Ǧ���Ǧ���������������
to tapestries initiated in the workshops and transferred 
the development of new compositions, particularly 
those incorporating architecture, to the painters.

Bernaert van Orley as Tapestry Designer

The idea of the “cut and paste” approach was practiced 
not only in the tapestry workshops. As I have already 
mentioned, painters borrowed freely from other 
�������ǡ����������������Ƥ�����������������������
devices served their needs and reworked them. It was 
������ǡ������������ǡ��������������Ƥ����������������
by Rogier van der Weyden (as in the work of Dieric 
Bouts) or Jan van Eyck (as did Jan Gossart).
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In her dissertation of 1982, 
Ainsworth convincingly 
develops her thesis 
that Bernaert van Orley 
put all of his energies 
into innovations in 
tapestry design, largely 
abandoning panel painting 
except for portraits. 
Here he could create a 
monumental sense of 
space, a northern vision 
blossoming out of Italian 
work. His thirst for the 
latest innovation, for 
status as the fount of 
invention, added to his 
desire to please a huge 
audience.

Success came with the 
tapestry series of the 
late 1520’s: “The Battle 
of Pavia” (1525-30), “The 
Hunts of Maximilian” (1527-33), and “The Story of 
Jacob” (1528-39). Ainsworth describes his work of these 
years as follows:

"Through an ingenious arrangement of motifs, Van 
Orley accomplished a new sense of verisimilitude 
in woven form. He juxtaposed familiar local sites 
observed from nature, portraits of well-known 
personages, and genre or anecdotal motifs with 
������Ƥ���������������������������������������ǡ�
hunting treatises, and manuscript illumination, 
for example. As Van Orley’s goal was not realism 
but verisimilitude, he carefully constructed an 
aesthetic unity in his designs which would insure a 
pleasurable, instructive visual experience for the 
viewer."4

Certainly the “Hunts” have been widely commented on, 
historically researched and highly valued (a complete 
set hangs in the Louvre) for the superb works that they 
are. On the other hand, having seen them myself, they 
have a far less exciting presence that Jan van Roome’s 
“David and Bathsheba” series of ten years earlier. They 
have still an air of easy familiarity and recognizability 
that the “Bathsheba” or “Apocalypse” tapestries do 
not have.

Conclusion

In the cut-and-paste method something else happens. 
Improper because of its mixed blood, it refuses to be 
����Ƥ��� ��� ���� ������������ ����Ǧ������ �������ǡ� ���� �����
branded with a common egalitarianism that moves the 
art object towards the banal in the eyes of 20th century 
art historians. A composite like the “Apocalypse” comes 
�ơ��������������� ���� ���� ����� ���� ���������� ���������ǡ�
from the genius that created the original. The clever 
manipulation of familiar elements is only of interest 
when, over time, they become bizarrely alien.

The “St. Michael” is delightfully bizarre to my eye, 
especially with its horrible beasts, its dark roiling clouds 
����������������Ǥ�����������ơ������������������������������
it intended to, with stunning straightforwardness. 
Knowing it to be a pastiche tends to make it 
��������������������������������ǡ������ơ����������
������Ƥ������������Ǥ����������������������������������
of the streets of European towns, it is admirably 
����ơ���������������������ǯ��������������ǡ��������������
Nike of Samothrace, it remains far stronger than I.

Endnotes

1  Ainsworth, p. 26.

2  Ainsworth, p. 65 and p. 91 n.8. She refers to records that 
document the early involvement of painters, such as 

��Ǥ������������������������������̺����������������������������������������
Bernaert van Orley
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the payment made in 1378 to Hennequin de Bruges, court 
painter to the king of France, for portraiteures and  
patrons for the story of the Apocalypse, no doubt referring 
to the “Apocalypse of Angers” tapestries, and in 1441 the 
painter Jacques Daret, in Tournai, supplied a patron to 
Jehan de Clercq for a tapestry.

3  Ainsworth, p. 64. A landmark decision referred to in  
many tapestry texts. 

4  Ainsworth, p. 101.
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Upcoming Meetings and Events

Embedded Pattern: Three Approaches 
Deborah Corsini ċ Alex Friedman  

ċ Michael Rohde

March 8 – April 16, 2017

San Jose Museum of Quilts & Textiles

Sunday, March 19, 2017 - 1:00 pm 
Location: San Jose Museum  

of Quilts & Textiles

Alex Friedman’s 1:00 pm lecture: 

Rhythm and Hues: A Closer Look at Woven 
Patterns

Tapestry is a unique art form in which the 
construction, based on a grid that is formed 
by the warp and weft, invites the creation of 

patterns that have been used through the 
ages. Many of these patterns, both warp and 

weft based, enhance the weavers’ artistic 
concept.  The lecture will explore how they 
are used in the work of a number of artists 
from ancient times to the contemporary.

This event be followed by a  brief TWW March 
meeting.

Exhibition reception 3:00 – 5:00 pm

TWW Annual Show and Tell Meeting
Saturday, May 20, 2016

The home of Care Standley, 
1040 Talbot Avenue

Albany, (510) 525-8609 

͕͔ǣ͔͗����Ǧ���ơ�������������

11:00 am - Show and Tell

Noon - Potluck Lunch

1:00 pm - Business Meeting
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Concerning Membership Rosters

������������������ǣ

All TWW members with email will receive 
an emailed Memership Roster after it 
���Ƥ�����������������͕�������������Ǥ����
updated Roster will be emailed when 
there are changes.

���������������������ǣ

A reminder about membership renewal 
will be in the September and January 
newsletters. If you renew before the 
deadline, you will receive a printed Roster 
in the USPS mail in March of each year. 
If there is a September update, it will be 
mailed to you in September.

Please destroy or delete old rosters. 
Please notify me of corrections or missing 
information:

Marcia Ellis
TWW Membership and Roster Chair

mellis@sonic.net  707539-0115

Tapestry Weavers West is an  
organization with a goal to act as a 

supporting educational and networking 
group for tapestry artists. For membership 
information contact our membership and 

roster chair.
www.tapestryweaverswest.org

News Submissions

Our newsletter is published four times a 
year and distributed via email about two 
weeks before each meeting. If a member 
does not have email, her newsletter will 
be mailed via the US Postal Service to the 
address that appears on the roster.

Members are encouraged to write about 
their tapestries and tapestry-related 
events and exhibitions, book reviews, 
and announcements. Members are also 
welcome to advertise their textile-related 
businesses, classes and workshops, 
supplies, and services. This free service is 
available only to TWW members. 

All submissions are welcome.  We request 
that you please provide the following:

U� Exhibition titles

U� Name of gallery or venue

U� Address

U� Dates of exhibition, if still current

Any images you send must be labeled with 
title and size of the artwork and names of 
people pictured, if appropriate. Images will 
not be reproduced without captions. Please 
��V�Õ`i�Ì�iÃi��`i�Ì�wiÀÃ�Ì��i>V��«��Ì�°��v�
submitting for more than one show, please 
indicate which photos apply to which 
exhibits.

The deadline for submissions to the 
upcoming May issue is April 30, 2017. Send 
all submissions (for the May issue only) to 
Patricia Jordan at pj@reese-jordan.com.

Thank you,
Your Newsletter Team
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Your 2017 Board Members

E l e c t e d  P o s i t i o n s

Presidents

Elizabeth Seaton
eseatonet@gmail.com

Ama Wertz
ama.wertz@gmail.com

Vice President and Programming Chairs

Ilana Bar-David
ilanabardavid@gmail.com

Carmyn Priewe
carmyn.priewe@gmail.com

Treasurer

Laura Kamian McDermott
laurakamian@gmail.com

Secretary

Rebecca Anaya
goshzilla@gmail.com

V o l u n t e e r  P o s i t i o n s

Membership and Roster Chair

Marcia Ellis
mellis@sonic.net

Newsletter Team

Madelaine Georgette
studiogeorgette@mac.com

Tricia Goldberg
triciagold@sbcglobal.net

Patricia Jordan
pj@reese-jordan.com

Historians

Bobbi Chamberlain
webob@vbbn.com

Sonja Miremont
sonjabm1@comcast.net

Exhibition Mailing List

Jan Moore
apricotjan2009@att.net

From Your TWW Treasurer
Treasurer’s reports are given at our quarterly 
meetings. An annual report is also emailed to 
all renewing members in January of each year. 
Reports are not published in the newsletter, 

but are available to any member at any 
time by emailing the current Treasurer and 

requesting one.

Laura Kamian McDermott
TWW Treasurer, laurakamian@gmail.com

Upcoming Contemporary 
Tapestry Show in SF

March 4 - 25, 2017

Hashimoto Contemporary gallery on 

Sutter Street in San Francisco will present 

“Simple”, a solo exhibition by Erin M. Riley. 

The Brooklyn-based artist will debut a new 

series of weavings, examining themes of 

sexuality, violence, and identity. Held from 

March 4–25, 2017, the artist will be present 

at the opening reception March 4, 2017  

6 pm - 9 pm.

Note:  The deadline 
for submissions to the upcoming May 

TWW newsletter is April 30, 2017. Send all 
submissions (for the May issue only) 

to Patricia Jordan at 
pj@reese-jordan.com. Please read 

submission guidelines 
on page 20.


