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Greetings, 

 

We want to thank all the artisans who took the time to share their work with us, so we can bring Arts and 

Sciences articles AND PERFORMANCES to the Kingdom of Atenveldt populace. 

I especially want to thank THL Wynne for her hard work in getting the information together for two 

formats. This issue is both online and in the traditional newsletter format. I also want to thank môLord Eric 

the Pretty for his wonderful photography and the video taping of the performers. 

ENJOY! 

 

Dame Fiona Gwyllt Wynne 

Deputy Kingdom Minister of Arts & Sciences 

(Southwind A&S Issue) 

 

 

 

Staff 

THL Wynne MacNair 

Publication Editor, Atenveldtus Glorious 

 

môLord Eric the Pretty 

Photographer/Videographer, Atenveldtus Glorious 

 

All errors of production, layout, and design are the responsibility of THL Wynne MacNair. All articles are 

Copyright É 2012 by their respective authors, All Authors Rights Reserved. All opinions expressed are 

those of the individual authors and artisans, and do not represent the views or opinions of The Society for 

Creative Anachronism or its officers. 
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A Fourteenth Century Embroidered Drawstring Pouch 

By Alamanda de La Roca  

History 

The use of pouches, bags, or purses was common in the middle ages. Certainly by the Thirteenth and 

Fourteenth centuries representation of pouches in art are numerous 1 being worn by both men and women. 

Pouches could be found in many different varieties, including girdle purses, which are hung from the belt by 

two loops, framed purses, and square or round bottomed pouches 2. Examples of the variety of different 

pouches can be seen in Figure 1. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Figure 1. A variety of Fourteenth century  pouches. a. Detail from Romance of Alexander circa 1338-44.  The 

man can be seen wearing a girdle purse, while the woman can be seen weraring a rectangular drawstring 

pouch. Fol 204r b. Detail from the Manese Codex showing a merchant selling pouches. 

Aum¹ni¯res, or alms purses, are a particular type of embroidered pouch that was popular in the Fourteenth 

century.  Often, alms purses were embroidered with elaborate scenes 1 reminiscent of illuminations found in 

contemporary manuscripts.  Embellishment on alms purses was not limited to figural depictions, but were also 

embroidered in geometric shapes 1 

One particular form of geometric embroidery was popular in the late Fourteenth and early Fifteenth centuries 

in central Germany 3 is a form of counted embroidery called ñbrick stitchò due to the offset stitches, which 

resemble brick masonry. Brick stitch patterns typically use repeated geometric shapes, such as the flyfot, 

crosshatches, and frets 3 Heraldic and zoomorphic (animal and human) figures can also be found, but they are 

stylized to fit the almost ñpixelatedò stitches and are not the more realistic embroidery found in the French 

alms purses. 

Medieval Construction 

There are several extant pouches that have been found which utilize the brick stitch style of embroidery. 

Examination of the extant purses (Figure 2; the most extensive examination was performed by Mitchell) 

reveals details of the construction techniques used in the Middle Ages 3,4 
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Figure 2.  Brick stitch embroidered pouches.  a and b from the Victoria and Albert Museum, London UK 

(Patterns A and C respectively from Mitchell)  c from  Maastricht 4 

The foundation material for the pouches is an even weave fabric (usually linen) ranging from 20 to 37 

threads per inch 3,4 , although examples of brick stitch have been found with up to as many as 72 threads per 

inch3.  The embroidery itself is worked in silk thread, with a type of metal material (called ñgilt stripò by the 

Victoria & Albert Museum) that may also be used 3,4.  Where information on the lining of the pouches is 

available, the lining is red silk 3,4.  However, it is not unreasonable to suppose that pouches may have also 

been lined with more common linen. The pouches were made of either one piece folded along the side or 

bottom and closed with decorative stitching on two sides 3 or two pieces closed up the sides and along the 

bottom 4. Seams could also be closed with bands of tablet weaving, as was done with other alms purses of 

the time 1,4. Pouches were closed using drawstrings, and most likely had a separate cord used to hang the 

pouch from a belt 1,3. Finally, tassels and Turk's head knots are common embellishments found not only on 

the brick stitch pouches, but on the French alms purses as well1,3. 

My Project 

Pattern: I designed the pouch using a pattern from an extant pouch (Pattern H from Mitchell; Figure 3 and 

Appendix A).  The original pouch was a fragment measuring approximately 4 inches by 3 inches, and was 

embroidered using silk thread and gilt strip.  The medieval design features a lattice made of knots which 

frames various heraldic motifs3.  Unfortunately, the fragment is too damaged to determine the original 

colors. In order to customize the pouch, I altered the pattern in the following ways: Instead of the heraldic 

lions of the original pouch, I used the bear rampant which is the central motif of the device of the recipient of 

the pouch.  I alternated this with an eight pointed star motif found on an altar piece done in the style of Opus 

Teutonicum5. In the smaller frames, I used monochromatic patterns to highlight the versatility of the 

technique and the variety of textures that can be achieved. Finally, I chose to use metallic thread to give the 

pouch a more luxurious feel.  As mentioned above, metallic material (gilt strip) was used often in the 

pouches of the time 1,3, and an extant embroidered pouch used metallic. 
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Figure 3. a. A fragment of a reliquary bag from the V&A museum. The fragment measures approximately 4 

inches by 3 inches. b. A modern rendition of the medieval pattern, featuring heraldic elements from the 

artisanôs device. (Mitchell) material extensively as part of the pattern along with silk threads( Figure 2c. The 

sections of bare background cloth in between the arms of the blue flyflot originally contained metallic 

material4). 

Embroidery: I used a linen needlepoint fabric with 28 threads per inch as the base for my embroidery. The 

embroidery was done using Devere Yarns silk embroidery floss in white (#01), Laurel green (#221) and mid-

sky blue (#30). The floss was a 1200 Denier loose twist continuous filament silk floss. The metallic thread I 

used was DMC metallic floss, which is a polyester thread wrapped around a cotton core. To be more authentic, 

a metal thread should be used. However, my budget did not stretch to metal threads.  The imitation metallic 

thread offered me the flexibility to use it as I would a regular floss. The embroidery was started by laying 

down the knot work (Figure 4a), then outlining the knots in white and adding the heraldic motifs and filling in 

the green background (Figure 4b and 4c).Last, I added the blue textured patterns (Figure 4d)  All patterning 

was done strictly by counting threads, with no pattern being traced onto the base fabric. 
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Figure 4. Embroidering the pouch a. The  knot work was laid down in gold metallic thread. b. The heraldic 

motifs of the bear and star were embroidered in white silk. c. The green field was then filled in. d. The smaller 

fields were filled with textured patterns in blue silk. 

Lining: Because I did not have any red silk fabric, I chose a blue linen for the lining of the pouch.  The lining 

was sewn by hand to the right side of the embroidery at the two long sides and one of the tops using silk thread 

(Figure 5a)., trimmed, and turned so that the seam allowances are on the inside The remainder of the lining 

was attached to the embroidery by a whip stitch after turning. Prior to stitching the lining, the threads to be 

used for the decorative edging were inserted so that they were sewn to the pouch when the lining was sewn. 
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Figure 5. Finishing the pouch.  a. The lining is sewn to the right side of the embroidery. b. The sides of the 

pouch were sewn together using a whip stitch, then a decorative 4 strand braid was added to cover the seam. 

This is illustrated using a pouch made previously 

 

Finishing the pouch: To finish the pouch, the embroidery was folded in half. At this point, there are two 

options for attaching the sides together: using tablet weaving (either applied after the sides are sewn or by 

incorporating into the sides of the pouch as the band is woven1,3,4) or by using some type of decorative, 

braided stitch3,6.  As I am not a weaver, I opted for the decorative braid.  Mitchell describes the stitch and 

mentions that he has been able to recreate it using two needles threaded with different colors3, but an 

alternative method is outlined on the website ñMedieval Silk workò that they are calling ñloop braidingò6.  In 

this method, loops of two different colored threads are passed through each other,  and the threads are held 

down by thread which goes through the two sides of the seam (like a whip stitch). However, in the process of 

finishing another pouch, I discovered that it is easier and more secure to sew the sides together, and then apply 

an already completed decorative 4-strand braid to the seam (Figure 5b). This gives a result that is the same as 

the loop braiding method, with the added benefit of another set of stitches. I created the carrying cord by 

continuing the braid on either side, and knotting them together.  Finally, I added a drawstring made from three 

strands of the green silk embroidery floss. 

References: 

1) Mc Gann, Tasha Kelly.  Aum¹ni¯res, otherwise known as alms purses: Embellished textile purses in the 

European 14th century. http://www.cottesimple.com/alms_purse/alms_purse_history.html  

2) Larsdatter, Karen. Medieval & Renaissance Material Culture: Pouches and Purses. http://

www.larsdatter.com/pouches.htm  

3) Mitchell, Timothy J (Master Richard Wymarc). A Stitch Out of Time: 14th and 15th Century German 

Counted Thread Embroidery http://www.wymarc.com/asoot/german/ stitch_article/stitchArticle.php  

4) Medieval Silkwork Silk Pouch http://www.paperflowergirl.com/patroon2web.pdf  

5) Opus Teutonicum. Historical Needlework Resources http://medieval.webcon.net.au/

technique_opus_teutonicum.html 

6)Medieval Silkwork: Finishing the seams of 14th/15th century pouches. http://m-

silkwork.blogspot.com/2007/04/finishing-seams-of-14th15th-century_29.html  

http://www.paperflowergirl.com/patroon2web.pdf%20Retrieved%208-31-2010
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Beading Your Device 

by Gepa of SunDragon 

 

It all started when I attended my very first event (a fighter practice on Sunday 

where upon I was greeted with open arms by the friendly Barony of SunDragon. 

On the trip home I mused about how impressed I was that the Baroness had time to 

chat with me and make me feel at home. I wanted to come up with a small token of 

appreciation. Something I hoped might be ñperiodò, I thought of glass beads and 

devices and put the two together. I made the first beaded device for the baroness at 

the time, Her Excellency, Baroness Deborah Inis Glas. Memories of beading wooden beads flitted through 

my head as I made this token of appreciation and I brought it to my second SCA outing a week later. In fact 

it was two events in one day, the Chocolate Revel and a fighter practice. I left the Chocolate Revel early to 

attend yet another fighter practice. Wherein, I was asked to present my gift in court. Thanks to having just 

attended the Chocolate Revel, I had some idea as to what they were talking about and how to act. 
 

Soon afterward, on the evening of their majesties, Rex Phelanôs and Regina Marianaôs, investiture, I was 

called before them. I had paid my ñtaxesò in the form of gifting two beaded devices. After having received 

their personal devices in a gift basket from the Barony of SunDragon, they wished to commission me into 

designing and coming forth with the nineteen devices of the known world (to be used as gifts at Estrella 

War.) I was quite taken back, for I had only been in the known world for about a month. Having left their 

majesties, with a comment equivalent to, "Allow me to try the simple ones first," I went back to my table, 

and all those present assured me there would be enough help in the Barony of SunDragon for me to be able 

to do as their majesties requested. 
 

With such assurances, I set out to make the designs by copying the devices onto a graphed piece of paper, 

then tracing over the devices and redrawing them so that each block upon graph was a bead. Once that was 

finished, copies were made of the devices, of the pattern, and of the counted lines, beads were bought and 

counted, "thread" was measured, directions and contact information given, as well as Hershey's "hugs" and 

"kisses" were placed in nineteen separate packages and ready to pass out at the Masque Ball. Most of the 

packets were taken that evening, and the project was well underway. 
 

Thanks and praise go to the many patient beaders, who tried to figure out the brief directions given. A 

workshop was given the first week of December open to any who might need help before the holiday 

celebrations began to commence. 
 

How to graph your device. 
 

Use ı inch graph paper and draw an outline of a shield. Use the shield below as a guide.  If your device is 

saved on your computer, use the computer screen as a light board and maneuver the size of your device to fit 

inside the confines of the outlined graph paper. You may have to shift the placement a tad. The more 

complicated your device the harder it will be; it is nearly impossible to get an exact rendition of your device. 

Draw on the graph paper lightly with a pencil. Use your copy of your device as a visual guide while you plot 

the beads upon the graph paper.  
 

After graphing out your device the following materials are then needed. 
 

1. Beads, in corresponding colors and be sure to have more than enough on hand as not all beads are useable 

and some are lost. Glass seed beads in size ñ6/0ò were used (sometimes the size is referred to as ñsize Eò). 
 

2. Thread, for this project clear fishing line 8 pound test was used you can also choose black or you can buy 

regular fishing line at 12, 10, 8 or 6 pound tests. 
 

3. Scissors or something to cut the "thread" 
 



 

 10 Table of Contents 

Optional Materials: 
 

Needle, since you are using fishing line you should be able to string the beads without a needle, however, it 

does come in handy when threading loose ends through your project. I have found what is called a "big eye" 

needle. The entire center is the "eye" and the two ends are pressed together. Great for beading these devices; 

but not so great in a regular sewing project. 

Needle Threader, sometimes the fishing line can be too "clear" to see well enough to thread without this aid. 

Thimble, personal preference, I do not use one. 

Each kit received both these sets of directions as some people are graphically oriented and others are not. 
 

For the populace of the Kingdom of Atenveldt, I offer the following graph and chart of Atenveldtôs device. 
 

Below is a graphed design for the Kingdom of Atenveldt 
 

Note: The seed beads used are not exactly round but rather more oval in shape, which means your 

finished project will have a more elongated look than the graph will show. 
Kingdom of Atenveldtôs Charted Device 

37 Rows ï 33 Columns ï  

1054 Beads total:  731 Blue  - 188 White ï 135 Yellow 

 

The directions are simple. 

1.  Cut a length of line that is manageable for you (1 yard works well for me). 

2.  Tie an anchor bead at one end to prevent the rest of your beads from slipping off. (I really dislike the game 

ñpick up 100 beads from the floorò) 

3. Row 1 - follow the chart from left to right - string (using a needle or not) all the beads on row 1.  According 

to this chart it is 33 blue beads for row 1.  See #1 in diagram below. 

4. Row 2 - follow the chart from right to left ï To begin this row string one bead then loop up through the last 
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bead on the row above and come back through the first bead of the second row making a complete loop. (I 

have since found out that this is called a square stitch.) See diagram #2 below. 

5. Now string the next bead in that row.  Go up and loop the string through the corresponding bead in the row 

above then come down and pass the string through the bead you just added. 

6. Repeat #5 until the second row is completed.  See the rest of the diagram below7. Row 3 ï follow the chart 

from left to right - To begin this row string one bead then loop up through the last bead on the row above and 

come back through the first bead of the second row making a complete loop. 

8. Repeat until the row is completed. 

*NOTE the first three rows are the hardest as your string continues to change in tension and beads shift.  

Hang in there!  

 



 

 12 Table of Contents 

PADDED METALWORK EMBROIDERY  

By THL Lucia Thaylur  

EXTANT PIECES:  

There are numerous extant pieces of padded metalwork embroidery' 

decorating coifs, jackets, mittens and gloves, copes, book covers and wall 

hangings. So far, the earliest piece I've found is from 1332 and is 

described as part of the horse trappings belonging to John of Etham. Erica 

Wilson provides a very detailed description of the trappings: three lions 

passant embroidered on fine English velvet, very plush and blood red with 

such detail that every tawny hair was laid down with a fine gold thread. 

Even the full curling eyebrows were sewn in relief and the scarlet rimmed 

black eyes flashed with crystal disks. Their sharp claws were raised and 

worked over in azure silk (p. 13).  

From horse trappings to part of a luxurious chausable described by Kay 

Staniland as a fragment of heraldic 

embroidery worked in surface couched 

gold thread and colored silk (p. 29).  

Another interesting piece is "The Shield-shaped panel" c 1500 from the 

Bayerischesmuseum. Munich.  

Wark describes this piece as a painted background which has small 

embroidered details. The figures in the boat are high relief and silver thread 

is couched in the ripples of water. 

(p59). 

In A Pictoral History of Embroidery. 

Schutte and Christensen describe an 

altar frontal of St George and the 

Dragon dated 1460 by Antonio 

Sadorni of Barcelona. They tell us it's relief embroidery in gold thread, 

silver wire cords and silk in white red, blue, brown, yellow and green 

The foreground, the architectural details, animals and costumes in or nue, 

faces and hands in split and stem stitch, flowers in 

satin and stem stitch. (Schutte. Christensen p 

315).  

One of my favorite pieces is the Seal Purse of 

Queen Elizabeth 1, pre 1596 AD, now in the British 

Museum.  

Museum description of burse: Panel from the Burse made to hold the silver Great Seal 

of Elizabeth  

I. The panel is made of crimson velvet worked in purl wire, gold and silver-wrapped threads with the 

Elizabethan Royal cypher in raised work. The rampant lion of England and the Welsh dragon support the 

Royal arms, surmounted by a crown with, below, the Tudor rose flanked by the cypher E.R. The quartering of 

Detail from Staniland (p.29)  

Schutte, Christensen p.282  
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the Royal arms are in blue satin alternating with scarlet; the Tudor rose has a yellow floss center with applied 

silver sequins. Silver sequins also appear on the velvet ground, which is worked with purl wire and leaf forms. 

The border is worked similarly with shamrocks and flower-heads and the outer borders with ears of wheat.  

Photo of burse from the British Museum: http://www.britishmuseum.org/explore/highlights/

highlightburse_of_elizabeth_i.aspx. 

ASSEMBLE YOUR TOOL KIT  

Sharp embroidery scissors for cutting thread (90% of needle threading problems stem from dull scissors) 

Scissors for cutting metal threads (cutting metal will ruin your embroidery scissors). Needles: large eye for 

taking threads to back of work, sharps for couching. Light-good lighting is essential-reflection off metal 

threads is very deceiving. Reading glasses-even those with 20/20 or corrected vision will benefit from a pair. 

Hoops or frame which will hold your work tight. If using velvet or velveteen as ground fabric, a frame is a 

"must have".  

Beeswax or Thread Heaven-a pass or two over either will help keep your thread from knotting. Hand lotion-

silk threads will "catch" on dry areas of your hands and this will cause fraying. Empty spools for metal thread, 

either wooden or plastic. I prefer wood because you can use permanent marker to mark which size metal 

thread is on the spool. Safety pins for holding excess fabric out of your way, if you are using hoops rather than 

a frame. Mellor-a tool for turning and arranging threads. A "t -pin" will also work. Pliers for pulling even the 

most obstinate threads thru fabric.  

CHOOSING YOUR GROUND FABRIC  

Silk, linen and velvet all make suitable bases for metalwork embroidery. I f using velvet use a frame large 

enough to not leave "hoop marks" near your design. Al l fabrics should be backed with cotton muslin or linen 

to be able to support the weight of the padding and metalwork.  

METAL WORK THREADS  

The metal threads for padded raised work are made the same way today as they were when the techniques 

evolved. The difference is mainly in the type of materials used. The threads on museum pieces are badly 

tarnished which implies the metals have always been alloys. Gold would be too soft to be made into 

embroidery thread and most likely would kink and break. Tanja from Berlin Embroidery tells us "Gold 2% W 

M is the highest standard gold thread that can be purchased for Goldwork. 2% gold is also known as Admiralty 

or Government standard and are 2% gold plating on white metal (WM) - silver plated copper. Gold 2% is a 

brighter and truer in colour to real gold than the Gilt metal threads." (http://www.bedinembroideiTXom/

goldworksupplies.htm#faq).  

Japanese thread is made up of a metal foil wrapped around a thread core. In period, this core would have been 

silk but today the core is synthetic or cotton. Imitation Jap thread comes in a variety of sizes from 1 to 7 with 1 

being the thinnest. Japanese Gold threads range from 8-13 with 8 being the thinnest. The core is sturdier than 

Imitation Jap thread so less likely to untwist. Jap threads are used for filling design areas.  

Cords, Twists (Torsade) are twisted cords. The twists are couched down by sewing the stitch at the same angle 

as the twist of the cord so that the stitches hide in the twists and are invisible. A couching thread of the same 

color is used to sew down the twisted cord. The cords and twists are used to outline filled designs or in some 

cases to fill design areas. Various sizes are available and should be chosen depending on the size jap thread 

you are using.  

Couching thread or passing thread is used to couch metal threads in place. There are numerous sources but any 

fine silk thread will work. The larger the jap thread the heavier couching thread you'll want to use. prefer 
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working with #3 or 4 jap thread and find Gutermann 100% silk works well and is less expensive than products 

sold for the specific purpose.  

In The Embroideries at Harwick Hall: a catalog . Santina Levey shows various techniques for metalwork as 

well as different types of ground fabrics-.pages 39-57. In Royal School of Needlework Embroidery 

Techniques, Saunders devotes an entire chapter to working with metal threads p 110-133. 

In Royal School of Needlework Embroidery Techniques, Sally Saunders 

provides a list of metal threads readily available for today's stitcher. 

(Saunders p. 117).Smooth and rough purls make wonderful additions to a 

piece but are a little more difficult to work with as they are hollow and you 

sew through the core. They are very "springy" and once sprung, can't be 

reused. Since they are beautiful to see on a piece, I feel they are worth the 

extra effort. 

Sources for metal thread: 

Berlin Embroidery: http:\\www.berlinembroiden.com\ 

goldworkthreadsl.htm#iapanthreads. Hedgehog Handworks: http://

wiAAv.hedgehoghandworks.com. Japanese Embroidery Center: http://

^Av\v.iapaneseembroiden'.com/  

SECURING METAL THREADS 

Most metal threads are quite pliable as well as very fragile. To secure the 

metal threads they are taken to the back of the piece and whip stitched down 

with small even stitches. This step is important to keep threads from being 

pulled out on the right side and to keep the metal threads from fraying. 

THE PADDING: 

This technique, called emboutir (to pad) is described in Art of the 

Embroiderer by Charles Germain de Saint-Aubin. St Aubin also shows an 

illustration of the technique (p 30) but I believe it's labeled incorrectly. Rather than three layers, there are 

actually four. 

Drawn based on illustration from St Aubins (p 30). Note the petal directly under "B" 

You can see the intended stitch lines 

In Royal School of Needlework Embroidery 

Techniques, Sally Saunders shows two 

methods for elevating stitches (p. 135). This 

simplified flower illustrates the technique. 

Method 1 uses the largest piece on the bottom, 

the next size on top of that and the third piece -

the smallest -goes on top. Method 2 reverses the layers, with the 

smallest layer on bottom. 

http://wiAAv.hedgehoghandworks.com
http://wiAAv.hedgehoghandworks.com
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ADDITIONAL TYPES OF PADDING 

Wool is probably the easiest to work with for large areas but sometimes smaller areas are better padded with 

string or cord. Sometimes stiff card stock also works. In period, even "waxed paper" and hair were used! 

COUCHING THE METAL THREADS 

Beginning on an outside edge, the metal thread is laid 

over the padding in pairs of two threads laid side by side 

and couched (or stitched) in place with tiny stitches. The 

first row establishes the pattern and care must be taken to 

get stitches evenly spaced. The following row is laid close 

to the first row and stitches are placed between the stitches 

of the previous row making a "brick" like pattern. If the 

brickwork is done in colors it is called or nu and various 

patterns may also be employed. 

Curves are a little harder as it is easy to get the stitches too close together. To avoid over packing an area 

decide how you will space the stitches and try to keep them aligned with previous rows. 

COUCHING PROBLEM AREAS 

 

 

 

 

 

 

DIRECTION OF STITCHES 

Metalwork is all about the way light plays on the metal. Padding allows some dimension but the direction of 

stitches allows the light to reflect even more. Instead of applying straight rows (what I call the lawn mower 

look), try adding a multitude of direction to stitches. 

APPLYING TWIST OR TORSADE 

Once your basic design has been filled in you'll most likely want to put twist around 

The edges to make the piece look more finished. This will help to smooth the appearance 

of turns and /or unevenness I use a single strand of silk to couch the twist and just follow 

the slant of the twist. 

PAILLETTES OR SPANGLES (SEQUINS) 

A "bead" of wire is cut and then flattened in a press to make a sequin. Sequins range in size from #4 (8mm) to 

#14 (3mm). They are available in either silver or gold. Often more than one size and color will be used on the 

same piece. The added glitz from spangles is well worth the time it takes to sew them on! 
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SUMMATION 

By now you should have enough information to get started on your first piece. Don't be afraid to experiment 

and if something is "not working" for a specific piece, try something else. What works for one project may not 

work well on another but the only way you'll find out is to try it. I've been working with padded metalwork for 

many years and have only one hard and fast rule: keep it fun! 

Samples of my work using the padded technique: 
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Viking or Mammen Style Embroidery Stitches 

By THL Lucia Thaylur 

 

 

 

 

 

 

 

 

 

 

Early surface decoration of cloth 

The concept of adding needlework decoration to clothing can be traced to 1500-500BC 

the Early Bronze Age ( Staniland, p 4). Some of the earliest examples of embroidery on 

cloth come from Iraq, Persia and Egypt, can be dated to the early 10t h c. . The ground 

was usually linen and chain, back stitch, satin and various types of counted stitch work 

were done in multi colored silks or cotton (Gervers, p 95-111). 

To date, one of the most remarkable burial mounds was found in Mammen Parish near 

Vyborg and has been dated to the close of the 10l c. or Viking Period. The embroidered 

textiles from this find are exceptional examples of the earliest embroidery 

fragments found in Denmark. The designs include acanthus foliage, 

animals, birds and human masks (Hald, (pi02-111). 

While none of the designs are completely intact, Hald suggests they are 

influenced by manuscripts of the period The stitches appear to be outline or 

stem and chain stitch. Some of the areas are filled in, other left void (p 104). 

Detail of the quadraped. Hald (p. 107). 

A tailor, a weaver, an embroideress, a tablet weaver, a silk weaver, a shoemaker, a designer, a 

furrier, a dye analyst, a fiber specialist, two archaeologists and a textile conservator spent 

nearly two years recreating the Viking King Canute's costume which made its debut at the 4th 

NESAT Symposium in Copenhagen. (Jorgensen, p 109-110) 

Small fragments of embroidery were also in the Oseberg ship burial (see The Textiles in the Oseberg Ship by 

Anne Stine Ingstad at forest.gen.nz/Medieval/articles/Oseberg/textiles/TEXTILE.HTM 

Detail of the masks. Hald 

(p. 109) 
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THE STITCHES AND HOW TO DO THEM: 

Chain Stitch 

Can be used for outlining as well as a fill in stitch 

 

Split stitch 

Used for filling solid areas. Usually outlined with stem stitch. 

Stem stitch or outline stitch 

Used for outlining or filling in solid areas (early Viking style). I f 

thread is held on opposite side of needle this stitch is called 

"outline stitch". 
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Split Stitch 

Stem or Outline Stitch 
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Zibellini of the 16th Century and the Making of ñIl Greggioò 

By Lady Anna Sophie von Kreuznach 

 

Zibellini, originating in Italy, were considered a popular luxury accessory from the 

late 1500ôs to the late 1600ôs.  They are often called ñflea fursò or tippets, ñflea fursò 

being considered a misnomer today.  Literally a ñzibelliniò is the pelt of a sable.  It was made of the furs of 

ermine, sable, marten, and other mustelids.  Zibellini (zibellino, sing.) often had a silver or gold crafted head 

that was decorated with enameling and jewels.  The paws were often decorated as well.  This decoration could 

include silver, gold, jet, crystal, pearls, diamonds, rubies or emeralds. Other zibellini sported jeweled muzzles 

and collars.  With a short gold chain or jeweled leash, it was attached to a girdle belt.  It could also be draped 

over the shoulder or simply held in the hand and carried.  In the early 16th century the heads were made of 

silver and later gold became more fashionable.   

By the middle of the 16th century zibellini were considered more expensive 

than cloth of gold.  As a luxury item, sumptuary laws followed:  

1545 (Bologna)-  'in order to avoid any superfluous costs and to get used to 

some ornaments honest and proper, it is ordained and ordered that regarding 

zibellini and fans, they cannot make heads, or handles, or other ornaments in 

gold, silver, pearls, or jewels but it is tolerated that they can be attached with 

a gold chain if the said chain does not exceed 15 and 20 scudi and not more' 

This was then amended to (possibly due to flouting of the law)... 

1545 ï'except that it is permitted to who wants it, to wear zibellini with gold 

heads and a gold chain and have fans with gold handles, also with a gold 

chain without pearls or gems of any sort. But it is encouraged that the gentlewomen content themselves with 

the first ordinance rather than to use this new license.' 

Additionally, zibellini with gold head were allowed only to Bolognese women who had been married a 

minimum of two years. 

1565 - Milan noblewomen restricted from wearing 'pearls or any kind of jewels on the headdress, not at the 

belt, not on a handles, not in heads or on collars of a zibellino' 

1575- Cesena - 'zibellini, lynx, marten and other pelts that are whole or ornamented with the heads in gold or 

silver or without and the same for the fan with handles, to all women of any status or condition even if their 

husbands want it, no matter who, it is prohibited and forbidden.' 

It has been suggested that the zibellino was a symbol of fertility or associated with pregnancy and childbirth 

and also served as a protective amulet for pregnant women. They were a popular wedding gift! 

Zibellini were a popular accessory for fashionable Italian noblewomen in the late 1400ôs.  The zibellini later 

found its way to Portugal, Spain, France and England.  The fashion declined at the close of the late 1500ôs 

In the late 1800ôs Wendelin Boeheim called zibellini ñflea fursò and surmised that the flea fur was used to 

attract the fleas of the wearer.  Other researchers have rejected this because fleas have no interest in a dead skin 

lacking warmth and blood.  Also, noblewomen would never desire to advertise that they had vermin living on 

them. 

1550, Italian Martin head, enameled 

gold, rubies, garnets, pearls 

(Baltimore, The Walters Art Museum) 
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ééé.and now, we step forward in timeéé. 

The Crafting of ñIl Greggioò the Zibellino 

The pelt of a sable mink was gifted to me after being purchased at a yard sale.  

He (Il Greggio) spent thirty days and thirty nights in my freezer. 

My crafting supplies included, white Sculpey (oven bake clay), tin foil, 

rolling pin, clay carving tool, various shades of gold colored craft paint, glass 

pearls, rubies and emeralds, gold beads and red, green and citrine rhinestones, 

and a can of clear fixative, one oven and a glass baking dish. 

While staring into his little beady eyes I 

explained what I was going to do to him 

and thanked him for his sacrifice.  Then I got to work! 

I covered his head with tinfoil and shaped it somewhat to preserve the 

original head shape and give a stable platform that would hold up to baking 

at 350 degrees for 15-20 minutes.  

I worked the clay and rolled out a thin 

rectangle, covered the tinfoil, tweaked his 

ears and the slope of the muzzle.  I carved the nose and refined the brow.  

Then I formed the collar and attached it to the head with a slender strip of 

clay.  

After baking for 15 minutes at 350 degrees and cooling off I repeated the 

baking process once more because the thicker areas around the collar were 

still a wee bit softish.  After 30 minutes total he was baked to perfection and still a creamy whiteé.no burn 

here! 

I applied two coats of ñschool bus yellowò primer paint allowing to dry overnight 

between coats.  I then applied gold metallic paint, allowed for drying and a final coat 

of ñImperial Goldò paint was applied.  

Dimensional paint was used to give the raised effect over the eyes and at the fluted 

edges of the collar. He spent one more night drying out. 

The rhinestones were applied first, followed by the 

half pearls.  The feet were done following the same 

process as explained above. 

I then sprayed two coats of clear fixative over the 

head and feet and allowed all to dry. 

The leash was strung with glass pearls, red and green glass beads and gold 

beads with a gold hook at the end to attach to a girdle.  

The leash is secured to the head by a bead on the inside of the mouth. I attached the head over the pelt and it is 

secured by a string from the middle of the collar, through the real head and secured at the underside of the clay 

head.  The two tiny green seed beads show the points of attachment. 
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The feet are attached to wooden pegs that were inserted and glued to the inner skin of the pelt. 

I used supplies that would replicate real gold and jewels because I canôt afford the genuine materials that were 

used in the 16th century.  I also do not have the skills of a goldsmith or jeweler.   

.....and now I present to You, ñIl Greggioò, a modern day zibellino! 
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Parchment Glue 

 

By Lady Caoilfhionn inghean ui Magil Ruanaidh 

 

Various types of glues made from natural products or by-products have been used for literally centuries. One 

book written in the 9th century called Mappae Clavicula describes how to make cheese and hide glues. On 

Divers Arts was written in the 12th century by an author by the name of Theophilus who also wrote about 

cheese and hide glues, added instruction on fish glues and some vegetable gum adhesives. In the 14th century, 

Cennino DôAndrea Cennini wrote Il Libro dellô Arte also known as the Craftsmans Handbook. Cenniniôs book 

covered much the same information and recipes that was in the other books. 
 

These recipes have been handed down through the centuries and in many cases are still being used today. Hide 

glues are still used in woodworking, the preparation of vegetable gum adhesives are still being used by artistic 

painters and parchment and fish glues are used today by people who work with gold and silver leaf. 
 

The glue that I was interested in making was what is considered a collagen glue or hide/parchment glue made 

from rawhide or parchment scraps and would allow me to use supplies already in my workshop or given to me. 

Also, I was interested in knowing if it would allow me to glue leather to leather or leather to wood since I have 

not been able to find documentation on how or what was used to glue down leather in period. I did find it 

interesting to find from the reading that I have done that, ñvarious strengths are determined by what type of 

hide it is made of and how much water is used in the preparationò (Heath pg. 19) The translation from 

Cenniniôs book , The Craftsmanôs Handbook, states: 
 

And there is size which is made of the necks of goats and sheep parchments, and the clippings 

of these parchments(sic); these are washed thoroughly, and put to soak a day before you put 

them to boil. Boil it with clear water until the three parts are reduced to one. And when you 

have no leaf glue, I want you to use this size for gessoing panels or anconas; for  you cannot get 

any better one anywhere. 
 

The modern instructions say to take an ounce of parchment or rawhide clippings and a gallon of water and boil 

for 4 hours. The pot that I bought to be dedicated to glue making will not hold a gallon of water at a time. My 

answer was to keep another pot full of water simmering on the stove to add as needed to keep the solution 

boiling for the hours needed. Once the parchment scraps were boiled for the 4 hour time period, I let the glue 

thicken and tried the ósticky finger testô. This is when the fingers stick together strong enough with the glue on 

them to have to pull them apart with a little force. I then poured off the glue through cheese cloth and a sieve, 

leaving just the glue to cool and congeal. I placed the glue in a glass pie pan and let it stand over night, the 

next day I peeled the glue from the pan and let these pieces dry completely. I broke up the dried glue and 

1. 1oz. of Pergamena parchment scraps  2. Scraps soaking for a couple of hours    3. Gently boiling for 4 hours 
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stored all of it in a glass jar with a tight lid, this keeps the moisture out of the 

jar and allows for a long storage life. 

As a side note, making this type of glue and setting it outside during the 

monsoon season of Arizona causes the glue to attract moisture and at this 

point the glue simply will not dry. It had to be brought back into the house 

which was air conditioned. It took another 24 hours to get the glue to set in 

order to peel it from the pan. I donôt think it would set up in a house with a 

swamp cooler either!! So far, I have made 3 different batches of glue, 1 of 

goat rawhide and 2 from parchment scraps from Pergamena (a company that 

makes artist and document quality parchment) which is a mixture of sheep, 

goat, deer and calf. 

I have used the glue on trial basis only, gluing silver leaf to leather, leather 

to leather, and leather to wood. Taking a small pyrex dish I put in the glue 

chips, added approximately a half ounce of water, then sat it on an old 

warming tray and made sure the glue did not heat over the 140o mark, 

stirring to get it to desolve. I found that the glue needed to be a different 

concentration depending on which medium was being glued down. The 

concentration that would allow me to glue down modern silver leaf would 

only soak into vegetable tanned leather and eventually cause the leather to 

stiffen. When I allowed the glue to condense down and thicken, I was able to 

apply the glue to both parts whether it was leather or wood and let it dry until 

no longer glossy, then apply a second coat, put the pieces together and 

weight it down until it was semi-dried and held. The first coat of glue acted 

as a sealant to the pores of the wood or leather, the second coat allowed for 

a glue to glue bond. I have used this technique with modern cements to get 

a very tight bond with leather I do not want to pull apart. Also after the test 

pieces dried for about 24 hours the glue bond was flexible and did not try to 

peel apart. 

The following is an article that I wrote for the baronial newsletter on the 

first time I tried to make glue. 

Adventures in Glue Making 

Alright, I will admit it. Curiosity got the better of me. While researching the 

way to work on Gilt Leather, the project for an Estrella Arts and Science 

competition, I found out the original way to apply the silver leaf was to glue 

it down with parchment glue ( I have had some conflicting information that 

says that fish glue is what is used for metal leafing, but I was making 

parchment glue). So of course, I had to give it a try. Searching the internet 

was not very fruitful but I did find a .pdf version of a book called A 

Dictionary of Mechanical Science, Arts, Manufactures and Miscellaneous 

Knowledge, this interesting book was written in 1829. I found a couple of 

pages in it that explained various types of glues and limited instructions on 

how to make them. I decided to see if anyone on the AtenScribes e-list had 

any ideas or information that I would be able to use. Luckily, someone knew 

of a booklet in The Compleat Ananchronist series, A Practical Guide to 

Medieval Adhesives by Maya Heath. This little booklet gives sources from 

the twelfth, fourteenth and fifteenth centuries. I ordered the booklet, and 

some others that caught my eye, and within a couple of days I received them. 

4. 4 hours later 

5. Results after straining 

6. Glue completely dried ready to be 
stored 

7. Stored and ready for use at 
anytime. 
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After scanning through the book of adhesives, I decided to go and get a pot, 

a thermometer and some spoons I could dedicate to making the glue without 

using good pots and pans. 

 

Ok- I was ready to start. I had goat rawhide scraps (an ounce of them), my 

new pan, spoons and a candy thermometer. About 2 oôclock on a Saturday 

afternoon I began. First mistake- I didnôt pre-soak the parchment scraps. 

Second- I had misread the instructions, or maybe I should say that I miss 

interpreted. 

 

The instructions told me to ñBoil parchment scraps and clippings in water 

for 4 hours. The water should be kept at a boil not over. If the glue is heated 

to more than 140oF (60oC), it begins to break down and lose its strength.ò I 

read this as saying Do Not let the water get over 140o. For those of you that 

cook you know that water boils at 212o, 140o is barely a simmer. About 6 

oôclock that night I realized that I have done something wrong and go back 

to the instructions. It was then I understood that the instructions were in two 

parts. 

 

1. I should have been boiling the scraps at a low gentle boil for 4 hours. 

2. When I was to use the glue I wasnôt to let the mixture over heat past 

140o. 

 

Third mistake- I turned the gas up to get a very slow boil and then went and 

watched a movie. 

You guessed it. About 10 that night I hear a snapping and popping. 

Oh, Sðt!! 

 

I rush to the kitchen to find my glue drying to the bottom of the pan. Off 

went the gas and I pour about a cups worth of water into to the pan, thinking 

that this project was completely ruined. Luckily it never got to the burn stage 

and the pan was not even scorched. 

 

Adding the water was probably the best thing I could have done, coming 

back about a half an hour later I found that the glue had loosened and 

nothing was sticking to the pan. At this point I decided to see if I could 

salvage anything from what was left. I strained the mixture, first through a 

wire strainer and then through cheesecloth, then cleaned the pan. 

 

Then I returned the mixture to the pan, heating it just enough to condense it 

down to a thicker consistency. It was then poured into a glass pie plate, and 

it sat overnight. The next morning I had something that was like a tannish 

looking jello, from the reading that I had done I knew that this was my glue 

and that I needed to peel it off the glass and let the pieces dry completely. So 

now I have a small little jar of glue chips ready to use. 

 

You know, there is a perverse enjoyment in talking to someone who is not in 

the SCA when they innocently ask you what you did over the weekendé 

ñOh, I made glueéò 

1. Glue chips ready for water and a 

little heat. 

2. Sticky finger test to see if it was 
ready. 

3. Parchment glue on leather, 

waiting a bit for the glossiness to 

4. Hey! It actually worked!! 
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