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EDITOR’S MESSAGE
In December 2020 we published our very first Special
Supplement promoting the 2021 Festival of Lace.
Now, eighteen months later we are very proud to be
bringing you a second Special Supplement, this one
devoted to our upcoming Festival of Goldwork which
will happen at Gallery76 in July and August 2022.
While putting together a Supplement like this involves
lots of work, it does come with rewards. In researching
the articles for this publication, I learnt so much about
the fascinating history of gold thread embroidery,
and the wonderfully diverse styles of goldwork from
different parts of the world. I also feel inspired to do
more goldwork!
Having previewed all the articles in the Supplement
and seen photos of some of the pieces that will be on
display in the Exhibition, I am really excited about all
the events that are happening during the Festival - the
Exhibition, the Conference, the Workshops, the Talks
and the Tours. After browsing through this Supplement,
I hope you too will be excited and make time to join
us at the Exhibition, Conference, and classes. You can
book here.
Here are just a few of the many interesting articles in
this Supplement. First, to put the Festival in context,
we have a Brief History of Goldwork in England
and Europe, followed by a Taste of the World of
Goldwork, featuring gold thread embroidery unique
to specific cultures.
June 2022 		

The Embroiderers’ Guild NSW would like to thank the following
organisations for their support of the Festival of Goldwork:

https://stitchshop.com.au/

We have a lovely article from Dr Jana Vytrhlik (curator
of the Museum Collection at The Great Synagogue,
Sydney) titled Goldwork in Judaism and we have
also featured the White Ark Curtain in The Great
Synagogue, designed and made by the Guild’s very
own Goldwork Tutor – June Fiford.
Some other special features include a Profile on Guild
member and tutor - Sharyn Hutchens; an Interview
with Mary Brown on her research journey for her
book – “Goldwork Embroidery – Designs & Projects”;
Suganthi Singarayar’s article on Hand & Lock,
London; and an article written by Sharyn Hutchens on
her favourite Goldwork Threads.
We also have full details about the Festival events, and
features on each of the Speakers at the Conference, as
well as the tutors for the Goldwork Workshops.
Finally, there are several people I want to thank for
their assistance in putting together this Supplement.
First, a big thank you to everyone who contributed
an article; and to Catherine Gibson for her input into
the content and format of the publication; to Alison
Snepp and Mary Brown for checking the accuracy of the
historical and cultural content; to Suganthi Singarayar
for sharing the writing workload; and to the editorial
team – Suganthi, Susan Freeman (Assistant Editor),
Sue Gower, Sharyn Hutchens and Margaret Smith –
for their assistance reviewing and proofreading the
articles.
Lesley Groombridge
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WELCOME TO THE FESTIVAL OF GOLDWORK FROM OUR GALLERY MANAGER
The Festival of Goldwork is a major event celebrating
the rich beauty of metal thread embroidery and the
skilled artisans who use it to such spectacular effect.
The packed two-month program is sure to dazzle and
delight audiences as we explore this rich topic.
A Festival highlight is the Exhibition of over 70
embroidery pieces, showcasing goldwork across
ceremonial, military, religious, cultural and artistic
applications. It features both historic and contemporary
items from throughout Australia and overseas. It will
span the three floors of Gallery76 and includes objects
from the Guild’s historic collection as well as many items
on loan from outside sources. I would like to thank
our institutional lenders Hand & Lock UK, The Great
Synagogue Sydney, Mount Eliza Anglican Church, and
St Mary’s Towers Retreat Centre for entrusting us with
your precious works. We are also extremely grateful
to the numerous individuals who have so generously
contributed pieces from their personal collections. It
is with great pride that we have selected the work
of several current and former members of the NSW
Embroiderers’ Guild to be included in the exhibition,
illustrating the exceptional quality delivered by our
education programs.
Coordinating the exhibition has been an enormous
undertaking and I would like to thank Guild Members
Mary Brown and Sharyn Hutchens for the considerable
time they have invested, as well as for sharing their

knowledge and passion for all things goldwork – I
may have caught a little bit of their ‘gold fever’ in the
process!
Another notable part of the Festival is the one-day
Conference on 23 July, which will see some of the
world’s foremost goldwork experts cover topics as
diverse as medieval ‘stumpwork’ and the ancient craft
of Japanese goldwork. Thank you to the Australian
Catholic University for providing the venue for this
event and Stitch at Willoughby for supplying the
conference bags.
The Festival’s comprehensive program runs over July
and August, with a diverse range of events on offer
including classes for beginners through to experienced
stitchers, tours and lectures. Enjoy reading about the
full schedule in this Special Goldwork Supplement,
thanks to the efforts of its incredible editorial powerhouse - Lesley Groombridge and Suganthi Singarayar.
My final thank you is to the Guild’s Management
Committee Valerie Laurie, Margaret Smith, Judith
Burns and Pam Hicks for letting me co-opt them into a
‘steering committee’ to help shape the Festival into the
‘gold standard’ program it is.
Catherine Gibson
Gallery Manager,
Gallery76

The exhibition will include contemporary goldwork pieces,
such as the ‘Goldwork Lion Jumper’ (left) loaned by
Hand & Lock, UK.
The exhibition will also feature traditional styles of
goldwork, including ‘Sleeve of the University of
Sydney’s Chancellor’s robe’ (below right) by Ede &
Ravenscroft of London (Robemakers to Her Majesty the
Queen), 1960s.

News Update - I am thrilled to announce that Alastair Macleod, Chair of Hand & Lock, London will be

opening the Festival of Gold Conference on Saturday 23 July at ACU Strathfield. Also, Alastair will be offering
two Talks titled “The History of Hand & Lock and The Hand & Lock Prize for Embroidery” and “Goldwork in a
Contemporary Setting” at Gallery76 on Thursday 21 July and Tuesday 26 July between 5.30 and 7pm.

June 2022 		
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A BRIEF HISTORY OF GOLDWORK IN ENGLAND AND EUROPE
The beauty of goldwork comes from the play of light
created by laying metal threads - made of gold, silver,
copper or other colours - in different directions, or
over padding; or through the use of different sizes and
textures of metal threads.
Throughout history, goldwork has been associated
with opulence and status. It has been used to adorn
ecclesiastical garments and wall hangings, as well
as the ceremonial dress and household furnishings
of royalty, the aristocracy and the military. Since the
beginning of the 20th century, more contemporary
goldwork has appeared in the fashion industry and in
avant-garde textile artworks. With the development
of new, more affordable types of metal thread and
materials, goldwork has been embraced by amateur
embroiderers, creating goldwork pieces for their own
pleasure.
Although not known for certain, it has been speculated
that goldwork originated in Central Asia over 2,000
years ago and spread with the Silk Caravans eastwards
to Japan via Korea, and westwards through India,
Persia, and the Middle East, becoming established in
Europe by the 7th century AD.

scenes, produced by English embroiderers between
the 12th and 15th centuries. Their workmanship was
of a high standard and was much sought after, both at
home and across Europe.
The main characteristic of opus anglicanum is the
creation of the figures using underside couching. First,
a single (or double) row of gold thread(s) is laid on the
background fabric. Next, a linen thread is stitched up
through the fabric, over the gold thread and back down
through the same hole, pulling small loops of gold
thread through to the back. Then a further row of gold
thread(s) is laid and couched in the same manner. This
creates a faceted pattern on the gold surface resulting
in a pliable cloth which was easier to wear than the
rigid cloth embellished with surface couching.
Some ecclesiastical embroidery was made in convents,
but during the peak period of production (1250-1350)
most of the work was carried out in workshops around
St. Paul’s Cathedral, London by professional embroiderers
(both men and women). These workshops were a far
cry from modern-day ateliers. Embroidery could only
be done by workers who had completed an 8 to 10-year

Opus Anglicanum - “English Work” refers to the
detailed embroideries featuring elaborate figurative

Chasuble (Opus Anglicanum) c 1330-50 in the
Metropolitan Museum of Art Collection.
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Opus Anglicanum Chasuble - late 15th century on display
at the Metropolitan Museum of Art. The main motifs in
this image (the cherubim, fleurs-de-lys and thistles) are
all appliquéd onto the red velvet foundation.
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apprenticeship, workshop owners were restricted in the
number of apprentices they could employ, and if the
quality of gold used in an embroidery was considered
inferior, embroiderers could have their work destroyed.
The popularity of opus anglicanum may well have led to
its decline. With the establishment of workshops came
the introduction of more efficient work practices. With
these practices came the perception that the quality
of the workmanship and designs were falling, with the
reappearance of surface couching; the replacement
of finely worked split stitch with faster methods of
stitching; the use of thicker floss silk; and the use of
appliquéd embroideries.
Instead of creating designs directly onto silk or
velvet fabrics, the workers created the embroideries
separately, to be cut out and appliquéd onto the
garment or furnishing later. Large decorative bands ‘orphreys’ - in the shapes of a pillar, a Christian cross or
letter “Y”, and smaller motifs - ‘powderings’ - of flowers,
fleurs-de-lys, and other creatures, were created as
appliqués. Further lines of gold couching were added
when attaching the embroideries to the ground fabric
to conceal the join.
The decline of opus anglicanum after 1350 has also
been linked to the Black Death - the most fatal
pandemic recorded in human history - where many
of the professional embroiderers lost their lives to the
disease. Simply, there was no one left to do it. It is
ironic that this disease is said to have travelled from
central Asia along the silk routes, arriving in Europe in
the mid-1300s.
Or Nué (also referred to as “Shaded Gold”)
By the early to mid-1400s, “English Work” was
surpassed by Or Nué embroidery, which was produced
in France, Flanders and Italy. This became the technique
of choice for ecclesiastical work.

- the closer the stitches, the stronger the colour and
the further apart the stitches, the softer the colour.
Combined with variations in the colour of the silk used,
the end result is a pattern or a picture imitating a
painting. This is a very time-consuming and challenging
technique to master.
Henry VIII and Elizabeth I
England in the 1500s witnessed a significant decline in
the demand for ecclesiastical goldwork and sadly also
the destruction of many beautiful church vestments.
When Henry VIII split with the Catholic Church, he
ordered the mass destruction of church assets. Large
numbers of goldwork embroideries were cut up or
melted down for their gold metal content and precious
stones, much of which was reused in later embroideries.
A few precious vestments did survive, either hidden
by devout Catholic families who continued to conduct
their religious rituals in secret, or were taken to the
continent (Europe), where many are still displayed as
national treasures.
Despite this destruction, goldwork continued to be in
favour in England. Professional workshops shifted their
focus to making ceremonial costumes and household
furnishings for royalty and the aristocracy. There are
many portraits of Henry VIII wearing outfits adorned
with jewels and embroidered with “Venice Gold” - laid
gold threads couched onto rich background fabrics.
“Venice Gold” (membrane gold or silver) was a cheaper,
lighter alternative to Japanese gold and was the thread
of choice during the Middle Ages. It was made from
gilded vellum cut into strips and wound around silk
or hemp. Its origins are unclear, being called “Venice
Gold” because it was bought from a Venetian trader,
not necessarily because it was made in Venice.

In this technique, pairs of gold threads are laid in
parallel and couched in place with coloured silk threads,
using small vertical stitches. The stitching deliberately
allows the metal to show through and the density and
placement of the stitches, creates different shadings

Embroidery with the Annunciation - mid 15th century in the
Metropolitan Museum of Art Collection. This embroidery
typifies the Netherlandish Or Nué technique.
June 2022 		

Henry VIII of England by Holbein 1539-1540 on Wikimedia
Commons.
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During Elizabeth I’s reign, embellishment of textiles
reached new heights. Portraits of Elizabeth show
her wearing dresses richly adorned with all manner
of jewels, as well as highly elaborate gold surface
embroidery, ranging from flat couching to highly
padded cutwork using gold twists, plates and purls.
When Elizabeth tired of a particular dress, her court
embroiderers removed the jewels and the fabulously
worked embroidered motifs which they reapplied as
slips to new dresses. Elizabeth was very conscious of
her appearance and as queen, she set the style and
fashion of the second half of the 1500s. Her image was
carefully engineered to convey wealth, authority and
power, which reflected England’s growing status in the
world.
Goldwork in the 1600s - 1800s
By the early 1600s, processes for making metal
threads had advanced, resulting in finer threads that
could be stitched through fabrics. With access to these
finer threads, embroidery techniques changed, adding
surface stitches and needle-lace to the goldworker’s
repertoire. This also allowed for the creation of smaller,
more delicate designs, on finer fabrics such as silk tulle.
Lavish gold and silk thread embroideries remained
popular for ceremonial dress at English and European
courts and amongst the rich and fashionable well into
the 1800s. Goldwork was also used in military
embroidery to adorn dress uniforms and for banners,
crests and badges. While it is not clear when goldwork
was first used in military dress, it was firmly in place at
the time of the Napoleonic Wars (1803-1815).

Portrait of Napoleon 1 of France by Andrea Appiani 1805
on Wikimedia Commons.
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Queen Elizabeth I - the “Phoenix Portrait” by Nicholas
Hilliard c 1575 on WikiArt.

Napoleon was clearly a fan of gold-adorned ceremonial
dress, and this extended to his Grande Armée. The
uniforms worn by high-ranking officers during the
Napoleonic Wars represent a truly elaborate display of
pomp in the history of military dress.

Generals in Chief - full dress uniform 1812 - part of a series
chronicling the uniforms of Napoleon’s Grande Armée on
Wikimedia Commons.
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This period also saw the emergence of a hobby known
as “drizzling” in England and “parfilage” in France.
This hobby, mainly practised by aristocratic women,
destroyed goldwork. It involved removing gold
embroidered embellishments from uniforms or clothing
and unravelling the threads to recover the gold. Women
would attend social gatherings or theatre performances
carrying a small fashionable workbag containing sharp
pointed scissors and a drizzling tool (which had a
sharp triangular blade). It has been suggested that
during these events, the women would snip away at
the stitches that held the goldwork to the garment,
sometimes without the victim being aware that it was
happening. In France the primary motive of the women
pursuing this hobby appears to have been to draw
attention to their hands as they worked, whereas in
England, the women sold the fine strips of metal that
they recovered to raise pin money. This hobby was so
popular in both countries, that social gatherings were
arranged just for that purpose. Also some companies
actually made gold embellishments that women could
buy to pull apart.
Modern Goldwork - 1900s to now
Goldwork embroidery continues to be an important
element of religious, ceremonial and military textiles.
While the design for military pieces is constrained by
tradition, goldwork used for religious or ceremonial

purposes today is often combined with other techniques
and materials to create exciting contemporary pieces.
Metal thread embroidery is also popular throughout
the fashion world, with designers such as Dolce and
Gabbana (Italy), Versace (Italy), Alexander McQueen
(England) and Guo Pei (China and France) to name a
few, showcasing what can be achieved with goldwork
at Fashion Shows around the world.
Lesley Groombridge
All images in this article are in the public domain,
sourced from the Metropolitan Museum of Art, WikiArt,
and Wikimedia Commons
References:
• A-Z of Goldwork with Silk Embroidery, Search Press
• Goldwork Embroidery by Mary Brown, Sally Milner
Publishing
• “A brief history of Goldwork” from the Goldwork
Guild UK website http://www.thegoldworkguild.
com/history/
• “A Brief History of Goldwork” from the Well
Embroidered website https://wellembroidered.
co.uk/a-brief-history-of-goldwork/
• “Goldwork (embroidery)” on Wikipedia https://
en.wikipedia.org/wiki/Goldwork_(embroidery)
• “A History of Goldwork” from the Golden Hinde
website https://golden-hinde.co.uk/ahistory/

Jacket in the YSL Museum, Paris.
Image courtesy Mary Brown

Above: Guo Pei’s Golden Goddess Gown (metallic fabric, silk,
embroidery, crystals). On display at the National Gallery of
Victoria as part of the NGV Triennial 2017-18.
Left: Golden Goddess Gown - detail.
Images courtesy Mary Brown
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A TASTE OF THE WORLD OF GOLDWORK
China and Japan
Gold threads have featured in Chinese and Japanese
textiles for many thousands of years. From the earliest
times, fine strands of pure gold were combined with silk
threads and woven into luxurious patterned brocades,
giving the appearance of stitching.
In China, the Tang Dynasty (618-907), saw the
marrying of embroidery and woven fabrics. Strands of
coloured silks and metal threads were woven together
to create sumptuous designs. Using strips or patches
of gold paper, held in place by needle loops or an open
chain stitch, gold (and silver) embellishment could be
added as shapes to the woven fabric. The tiny gaps
between the stitches allowed the metal-coated paper
to shine through.

Above: Needle looping
Right: Open Chain Stitch

In addition, design features could be outlined or filled
with laid metal threads, made from paper or animal
substrate, coated in gold or silver, and cut into fine
strips. These threads were couched onto the cloth
using strands of coloured silk.

Manjushri, the Bodhisattva of Transcendent Wisdom, China,
17-18th century in the Metropolitan Museum of Art Collection.

The extravagant use of gold threads was a feature of
the Yuan Dynasty (1279-1368), when a thicker paper
substrate was used, possibly as a means of padding the
gold embroidery to create a raised effect. This period
also saw metal threads being used to stitch needle
loops.
Embellishment techniques continued to develop and
by the Quing Dynasty (1644-1911), magnificent wall
hangings, such as the “Manjushri, the Bodhisattva of
Transcendent Wisdom” included appliquéd patterned
silk fabrics, and silver and gold leather shapes on
silk satin, embellished with couched silk cords and
embroidery.
Like Chinese embroidery, traditional Japanese
embroidery was worked with silk and metal threads,
almost always on a silk background. Japanese
embroidery was influenced by the Chinese embroideries
of the Sui and Tang Dynasties (581-907). Its purpose
has always been decorative, and is typically seen on
kimono, as well as other textile-based items such as
handbags and household furnishings.

Fukusa (Gift Cover), Japan, 19th century, V&A Collection
© Victoria and Albert Museum, London.
Each fan leaf is executed in the rubbed foil technique
where gold leaf is applied over glue (surihaku). The rake
(top fan) and besom (bottom right fan) are in wrapped
gold foil, laid down and couched (kin koma).
June 2022 		

There are two distinct styles of Japanese goldwork. The
first - ‘surihaku’ - was popular during the 1400s and
1500s and involved the application of gold leaf directly
onto cloth. Paste was applied to the cloth and then gold
leaf was applied to the still-wet paste. When the paste
was dry, any excess gold leaf was brushed away. The
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second - ‘kin koma’ - popular from the mid-1600s
onwards, involved couching laid gold and silver threads
(made of foil applied to thin membrane or paper strips
and then wrapped around a silk core). These threads
were used to outline or fill entire motifs and were
couched onto the base cloth using strands of silk.
In more recent times, wedding kimonos are embellished
with both ‘surihaku’ and ‘kin koma’. Also, complete
motifs can be created as separate patches, appliquéd
onto the kimono and further embellished with ‘kin
koma’.
India (also Pakistan, Iran and Bangladesh) Zardozi Goldwork
Zardozi embroidery has been part of Indian culture
since the 1500s and reached its peak under the
patronage of the Mughal Emperor Akbar (1556-1605).
Zardozi Goldwork was once used to embellish the attire
of kings and royals in India. It was also used to adorn
the walls of castles, royal tents, scabbards and
paraphernalia of royal elephants and horses.
It is a beautiful, elaborate form of metal embroidery
using gold and silver threads to decorate satin and
velvet fabrics. The magnificence of the work is further
enhanced by adding sequins, beads, pearls and precious
stones to the cloth. The metal threads were originally
made from pure silver wire and real gold leaf. Over
time, with the rise in price of gold and silver, threads
are now made from copper wires polished in gold and
silver, or synthetic materials.
Zardozi is worked in two distinct styles. The first ‘karchobi’ - features dense stitching on a heavy
base cloth eg velvet or satin. This is generally seen
on coats, tent coverings, and furnishings. The second
- ‘kamdani’ - is lighter, more delicate work, used to
adorn fabrics like silk and muslin. Although ‘kamdani’
is considered to be most suited to scarves and veils,

Dress Fabric - detail, India, 1858 V&A Collection
© Victoria and Albert Museum, London
Black net, embellished with gold threads and beetle-wings.

these days it is most often used on bridal wear. As an
example, see the beautiful designs of Indian Designer
Ritu Kumar.
Zardozi designs are used extensively on urban clothing,
not only in the major cities, but all over India. The
assimilation of this ancient craft into modern life has
ensured its renown/reputation and longevity.
The techniques used to create Zardozi are the same
across India and adhere closely to ancient practices.
First, the entire design is drawn on paper and then
transferred to the base cloth. Next, the fabric is
stretched over a wooden frame and a team of artisans
sit around the frame to work on the embroidery. The
various metallic threads and other embellishments
are arranged on the cloth to create the design, and
these are secured using a range of couching stitches.
Backstitch, running stitch and satin stitch might also be
used in these embroideries.
Some Interesting Facts:

Zardozi Throne cover (takhtposh) detail, India, c.1855, V&A
Collection.© Victoria and Albert Museum, London. Section of
an end panel, densely embroidered with spoked octagons,
and floral and striped snake-like motifs on a red background.
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•

Traditionally, only men did Zardozi work. Now there
are thousands of artisans, of which 10-15% are
women.

•

Smaller villages around Lucknow continue the
tradition of this craft within their families and
community, with children learning the techniques
as young as 6 years old.

•

Indian celebrities have chosen to wear Indian
sarees and lehengas adorned with Zardozi work to
public events, ensuring its popularity in the world
of fashion.

•

Zardozi embroidery is particularly popular in
countries such as India, Pakistan, Iran, and
Bangladesh.

Copyright © The Embroiderers’ Guild NSW Inc. All Rights Reserved
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Russia - Torzhok Gold Embroidery
In Russia, gold embroidery is synonymous with the
ancient town of Torzhok. Founded by merchants in
the 12th century and conveniently located at the
intersection of various trade routes, travellers visited
Torzhok to buy or sell wares and few left the area
without purchasing some exquisite gold embroidery.
This style of embroidery reached the height of its
popularity in the 18th century.
Every woman in Torzhok was involved in making gold
embroideries. It was considered to be an art, and an
occupation worthy of tsarinas, boyars (Russian nobility),
daughters of merchants, and also ordinary citizens.
Boyars opened their own workshops and enticed the
most skilled embroiderers to work for them. They then
competed between themselves, as to whose work was
the most richly embroidered.
The fame of Torzhok gold embroiderers spread
throughout Russia and into Europe. In the early 1850s
three dozen craftswomen were invited to St Petersburg
to embroider uniforms and dresses for the royal
family and court nobles for the Coronation of Emperor
Alexander II. In 1888 the coronation robes of Emperor
Alexander III and Empress Maria Feodorovna were
again embroidered by Torzhok craftswomen.

Headdress - detail, Russia, 1830-1870 in the Metropolitan
Museum of Art Collection.

Coronation of Emperor Alexander III, by George Becker
(1883-8), State Tretyakov Gallery, Moscow on Wikimedia
Commons.

The art of Torzhok embroidery was passed down from
generation to generation for many years, but by the
end of the 19th century, the tradition was all but
forgotten. However, thanks to the efforts of a local
nobleman, Dimitri Romanov, Torzhok gold embroidery
continues to exist to this day. In 1899, Romanov
opened the first goldwork workshops and shortly
afterwards began collecting the best pieces for a
museum, which he started in 1911.
The Russian Revolution and famine (1917-23) could
have marked the end of this local industry, but the
opposite was true. From 1923 on, the demand for
goldwork increased, this time coming from the
Bolsheviks who had their pennants and banderoles
embroidered in Torzhok, as well as the gold military
insignia worn by the Red Army at political events. In
1923 the goldwork workshops were reopened and
schools were created to train new generations of
craftswomen.
June 2022 		

Pouch, Russia, 1730-50 in the Metropolitan Museum of Art
Collection.

More recently the workshops’ biggest clients have been
the film industry, the Russian Orthodox Church, senior
military officers, high-ranking Russian politicians and
other prominent organisations.
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Turkey - the Ottomans
Gold Embroidery in Turkey dates from the beginning
of the 16th century when a small group of master
embroiderers were listed as salaried artists at the
Ottoman Court. This group worked almost exclusively
with gold threads and produced their most outstanding
work during the 16th century.

A second technique - ‘Dival’ - involved laying single
or groups of gold threads from side to side, in parallel
lines, over a padded motif. These threads were secured
around the edge of each motif with couching stitches,
resulting in an embossed appearance. The third
technique - ‘Sarma’ (wrapping stitch) - was essentially
satin stitch worked with gold thread, with both sides
of the finished embroidery appearing identical. All
three techniques were used to embellish garments and
furnishings, and also leather items such as saddles,
quivers and bow bags.
Between the 17th and 20th centuries, the majority of
embroideries produced for the Ottoman Court continued
to be made with gold threads. Design themes changed,
reflecting the fashion of the time, the embroideries
were worked on heavy fabrics such as silks, velvet and
also leather, and motifs were stitched using the ‘dival’
and ‘sarma’ techniques. Some interesting examples of
‘dival’ or ‘sarma’-stitched leather of the time include
document cases, purses, shoes and slippers.

Chalice Veil, Turkey, 16th century in the Metropolitan
Museum of Art Collection.

Three main techniques were used to create the
sumptuous gold embroideries of this period. The main
technique - ‘Zerzud’ - involved covering the entire
surface of the base fabric, usually satin, with parallel
lengths of gold thread, which were couched in place
with regularly spaced stitches. Sometimes, the piece
was further embellished with silk embroidery to add
colour and definition to certain areas of the design. Rare
examples of these stunning embroideries are preserved
in the Topkapi Palace Museum and include two kaftans
owned by an Ottoman prince, sashes thought to have
been worn by servants of the privy chamber, and the
cover of an illustrated manuscript.

Bindalli Wedding Dress detail, Turkey mid-19th early 20th
century in the Metropolitan Museum of Art Collection.

June 2022 		

Three-Skirt Robe, Turkey, mid-19th-early 20th century in the
Metropolitan Museum of Art Collection.
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Malaysia (also Indonesia, Brunei, and other Malay
occupied territories)
Malay gold thread work refers to two distinct crafts
- weaving and embroidery - featuring a number of
different styles throughout the region. Three of those
approaches are described here.
‘Songket’ is a hand-woven decorative fabric, used
to make garments in Indonesia, Malaysia and Brunei.
Traditionally, a base fabric was woven from silk or
cotton threads, and real gold or silver threads (strands
of cotton that had been coated with liquid metal) were
added with the use of an extra flat needle. Beautiful,
stylised patterns of traditional motifs were created
using this process called ‘inlay weaving’.

If you would like to see some beautiful tekat emas
embroideries, check out this online article: “Tekat
emas” from ‘Golden Heritage, The Malaysian Art of
Gold Embroidery’, by Rachel Lum, June 2019.
These days tekat emas is no longer reserved for the
wealthy and now, anyone who can afford it can wear it
at weddings or purchase it as souvenirs.
‘Keringkam’ (or ‘Kerikam’ or ‘Kelingkam’) This
term can refer to threads coated with silver or gold and
used for embroidery, or it can refer to the techniques
used to embroider those metal threads. ‘Keringkam’ is
also used as an abbreviation for ‘Tudung Keringkam’
which is a traditional headscarf worn by Malay women
in Sarawak, Borneo.
Two types of threads are used for the embroidery - fine
gold thread (the same as that used for songket weaving)
used to embroider the elaborate border patterns, and
gold and silver coated ribbons - ‘Keringkam’ - used to
embroider the decorative motifs.
The embroidery techniques - ‘Keringkam’ - used are
thread counting and piercing. The number of threads in
the fabric available for embellishment are calculated to
determine the exact size and placement of the various
motifs, to ensure that the motifs are of an equal size
and the pattern is equally spaced. The metallic coated
ribbons, threaded through a flat needle, are stitched
through the cloth, as opposed to laid on the fabric.

Songket cloth, Photo by Peggy Reeves Sanday, released
under Creative Commons License, on Wikimedia Commons.

When real gold and silver threads were used, the
songket was a very expensive fabric and worn only by
royalty or the aristocracy. With the introduction of
synthetic metal threads and other fibres for weaving
the cloth, songket fabric has become more affordable
and is now used by all sections of society to make
wedding attire (mostly for the bride and groom),
traditional dance costumes, and other formalwear.

The fully embroidered ‘Keringkam’ is a luxurious head
covering called a ‘selayah’ (headscarf) or a ‘selendang’
(shawl) which Sarawakian Malay women wear as an
adornment on special occasions, such as weddings,
engagements, and other significant events, including

‘Tekat Emas’ is a gold thread embroidery technique,
which is unique to the royal town of Kuala Kangsar in
Perak, Malaysia. Traditionally gold threads were handsewn into floral motifs on velvet fabric, resulting in
very elegant and beautiful pieces of gold work. This
embroidery was used to embellish clothing, ceremonial
items and household accessories for the royal family
and the aristocracy. This very traditional craft has been
passed down from generation to generation of women
and is still alive in Perak.
The traditional method of making tekat emas involves
fixing a cardboard cut-out of each motif onto the base
fabric; then, using a range of embroidery techniques,
each metal strand is stitched over the cut-out and
smoothed down at a precise angle, until each motif is
completely covered with threads. On completion, the
stitched motifs gleam in brilliant contrast to the darkcoloured fabric and the thread work feels as smooth as
silk.
June 2022 		

Selayah Keringkam worn by Malay Brides during the
wedding ceremony, from ‘Keringkam, The Glittering Crown’
September 2021, © Rossalynn Ismail - Photo used with
permission.
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funerals. The fabric used to make the ‘Keringkam’ is
traditionally a dark-coloured, sheer rubia gauze, voile
or muslin. The embroidery is extremely fine and even
the most simple of designs can take months to
complete. Painstakingly produced by hand, they are
very expensive and in early years they were only worn
by Malay women from aristocratic circles. Today, many
more women can afford to own the ‘Keringkam’,
although it can still cost anything from RM5,000 to
more than RM10,000 (AUD $1,650 to $3,300),
depending on how difficult it was to produce and how
much gold thread was used.
Lesley Groombridge
Images from the Victoria & Albert Museum Collection are
used in compliance with Museum’s copyright laws. Other
images in this article, sourced from the Metropolitan Museum
of Art, and Wikimedia Commons, are in the public domain.
References:
“When Silk Was Gold - Central Asian and Chinese Textiles”,
by James C.Y. Watt and Anne E. Wardell, 1997, pub. The
Metropolitan Museum Of Art, New York
“Japanese Embroidery - Nihon Shishu” by Arjen de Winter,
Spring 2005
“Zardozi Embroidery: The Golden Embroidery From India”
February 2016 from https://blog.utsavfashion.com/crafts/
zardozi-embroidery

“Zardozi” from https://www.utsavpedia.com/motifsembroideries/zardozi-weaving-in-the-shimmers/
“Russian Torzhok Gold Embroidery”, May 2011 from
http://www.russia-ic.com/culture_art/visual_arts/1345
“Where the Romanovs and Soviet Generals got the gold for
their uniforms” by Peggy Lohse, October 2017 from https://
www.rbth.com/arts/326543-golden-threads-of-torzhok
“Gold Threads from the Kremlin to the Vatican” by Eugenia
Sineva, April 2020 from
http://unesco.ru/en/news/golden-embroidery/
“Turkish Designs” by Afshan Shahid April 2015 from
https://afshisfashionblog.wordpress.com/2015/04/03/
turkish-design/
‘Turkish Embroidery’ by Mehmet Ozel, Director General of
Fine Arts at the Ministry of Culture at:
http://www.turkishculture.org/textile-arts/embroidery/
turkish-embroidery-598.htm
“Gold Threads of Heritage: Tekat Emas Weaver of Kuala
Kangsar” June 2019 from
https://goingplaces.malaysiaairlines.com/golden-heritagethe-malaysian-art-of-gold-embroidery/		
“Keringkam, The Glittering Crown of Sarawakian Malay
Women” by Rossalynn Ismail, September 2021 from
https://enewsletter.sarawaktourism.com/updates/
keringkam-the-glittering-crown/
“The Enduring Allure of Sarawak’s Keringkam and Songket”
from Borneo Talk, Jan-Mar 2019 from
https://www.borneotalk.com/the-enduring-allure-ofsarawaks-keringkam-and-songket/

WHITE ARK CURTAIN FOR THE GREAT SYNAGOGUE, SYDNEY
designed and embroidered by June Fiford
In 1998 Guild member and Tutor of Goldwork June
Fiford was commissioned to design and embroider
in goldwork a new White Ark Curtain for the Great
Synagogue in Sydney. The curtain was commissioned
by Patricia and Sidney Sinclair in honour of their sixtieth
wedding anniversary.
June described the process of making the embroidery
in an article published in The Record in March 1999.
Here is an extract:
“Colourful silk and sheer fabrics, as in the colours
of the rose window, have been collaged and
embellished with 230 metres of Japanese gold and
160 metres of 2% Gold and Lurex twists and 15
metres of cords. The features of the rose window
and the elaborate carvings above the window
have been simplified and embroidered in gold. The
rounded arches have been embroidered in lines of
textured twists and shimmering Jap golds. A gold
embroidered border designed from the decoration
on the columns has been added to the hem of the
curtain and lettering acknowledging the sixtieth
wedding anniversary embellished in Japanese
gold and check purl.
The predominantly gold and coloured embroidery
is the result of 288 hours of hand stitching. Gold
embroidery is a hand technique requiring small
couching stitches in fine silk thread placed at 3mm
intervals to attach the gold threads to fabric
stretched tight in a frame. The main embroidery
measures 65cm x 55cm, the lettering measures
67cm x 33cm and contains 89 letters, and the
border measures 1.5 metres x 10cm. In total 405
metres of fine silk thread.”
June 2022 		

White Ark Curtain - detail, 1998 - designed and embroidered by
June Fiford. Photo courtesy The Great Synagogue in Sydney.
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GOLD EMBROIDERY IN JUDAISM by Jana Vytrhlik
sacred vestments to the crafting of silver ornaments
for the holiest object of Judaism, the Torah scroll.
At the centre of Jewish faith is the Torah, the Book
of the Law. Handwritten in Hebrew letters on a scroll
of parchment, it contains neither calligraphy nor
illustrations. In contrast, the outer decoration, which
includes the ceremonial vestments, is to be beautiful
and superbly crafted in support of the sanctity and
royalty of the Torah (Fig 2). It is also apparent that a
protective purpose of the vestments was as important
as their decorative and symbolic function. Over the
centuries, Jews were expelled from their homes and
had to find new settlements. The precious scrolls would
be carried protected in a heavy fabric from town to
town.

Fig. 1 One of the most beautiful Victorian interiors in
Sydney, The Great Synagogue on Elizabeth Street, was
designed by architect Thomas Rowe (1829-1899) and
consecrated in 1878. View towards the Holy Ark, 2019.

This article was inspired by a visit from Ilana Cohen
and April Spiers from the Embroiderers’ Guild NSW to
The Great Synagogue in Sydney late in 2021.1 April’s
genuine surprise at the existence of the Synagogue’s
ceremonial textile collection called for action. Jewish
tradition has a rich association with some of the most
exquisite golden thread embroidery, yet it seems that
in the general mindset, it is the Christian ecclesiastical
vestments that are associated with such superlatives.
This article draws on the collection of historical Judaica
or Jewish ritual objects, from the A.M. Rosenblum
Jewish Museum at The Great Synagogue in Sydney
where we study them from a secular perspective.
The same principle is applied to exhibition planning,
conservation, and routine work with the Synagogue
collection. In other words, while we regard the foremost
function of Judaica as being liturgical objects, we also
study and care for them as artefacts of visual and craft
quality. Similarly, the biblical narrative serves as a point
of reference where documentary historical records are
lacking – as the next point illustrates.
Historically, most of the artisan crafts were developed
in association with some aspect of religious faith. A
passage from the Book of Exodus describes the making
of an elaborate garment worn by the High Jewish
Priest Aaron. ‘They are to make the ephod of finely
spun linen embroidered with gold, and with blue,
purple, and scarlet yarn’.2 Called upon to the special
task was the first known Jewish craftsman, the biblical
Bezalel. He was blessed with excellent skills and soon,
his divine assignment extended from making the
1. Thanks are extended to Ilana Cohen and April Spiers.
2. Exodus 28:6.
June 2022 		

Fig. 2 Torah scroll with textile and silver ornaments in
Sephardic tradition. Engraving after Bernard Picart, 1725.
Welcome Collection Creative Commons.

Sydney was the cradle of Australian Jewry from the
early days of the colony, but it was not until the 1830s
that the patterns of Anglo-Jewish worship firmed up.
Inevitably, most of the liturgical objects for this worship
were imported from Britain or – with the arrival of
skilled craftspeople – followed the British patterns. By
1841, some 856 Jews lived in Sydney and worshipped
in a temporary synagogue.
The A. M. Rosenblum Jewish Museum was founded in
1982 at The Great Synagogue in Sydney to house its
collection of historical documents and artworks, as well
as silver and textile ceremonial objects. Most of these
objects originated in the nineteenth and early twentieth
centuries and many are still in use today during the
Synagogue services (Fig. 3). While the oldest silver
item dates to 1773 and is of a Dutch provenance, the
oldest known textiles were made around the mid-1850s
both in the colony and Britain.
Marking a special occasion in a Jewish family or
community life by donating a ceremonial object to a
synagogue has been a widespread custom documented
in Australia from colonial times. As the gifts usually
record the name and date, and sometimes the occasion
of the donation, the provenance of even the oldest pieces
can be established with a level of success. Because of
their close physical proximity with the scroll, Jewish
tradition regards these textiles, and silver, as sacred.
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Fig. 3 Gold and silver embroidered ceremonial mantles and
silver ornaments decorate Torah scrolls in the Ark. The Great
Synagogue in Sydney, 2019.

The most represented ceremonial textiles in the
Museum include Torah mantles and ark curtains.
The first known recording of an inventory of Torah
textiles in Sydney dates to 1859. Interestingly, the
inventory coincided with an internal communal dispute
which resulted in a breakaway Jewish congregation.
Apparently, liturgical objects were to be shared
between two places of worship, and hence, the first
recorded documentation was introduced. Silver
seemed to be the preferred embellishment at the time,
as none of the ceremonial textiles embroidered with a
golden thread survived from this period. Fortunately,
gold started shining from the vestments a couple of
decades later.
Two letters, dated 1878, represent possibly the largest
order of ceremonial textiles for The Great Synagogue.
One of them is addressed to the London-based firm
R. Abrahams & Sons, a well-established military
embroidery firm. It comprises specifications regarding
the size, colour, fabric, and manufacturing technology,
inclusive of gold embroidery:
… a white satin cover for reading desk-lined with
white silk and embroidered in gold trimmed all
round with gold bullion fringe; a purple velvet
mantle embroidered in gold trimmed with gold
twist fringe; and a rich white satin curtain for the
Ark of the Synagogue at Sydney embroidered in
gold … inches deep with inscription in Hebrew
at top, lined with white silk and trimmed with
quince, gold bullion fringe and seven [of] gold
quince ornaments on fringe.3

Fig. 4 Detail of elaborate gold embroidery on velvet.
London 1878. The Great Synagogue Sydney Collection.

London-made textiles. The precious embroidered
velvet curtain, parochet, which embellished the Ark
in the early years, now presents the highlight of the
exhibition on display. (Fig. 4).
Among the few gold-embroidered Jewish liturgical
textiles linked to an Australian provenance is the
ornate Torah mantle attributed to Sydney artist
Sophie Steffanoni (Fig. 5). Another, associated with a
prominent businessman and benefactor of the Sydney
Jewish congregation, George Judah Cohen (1842 –
1927), is an elegant tallit (prayer shawl) bag (Fig. 6).

Recently, to mark the 140th anniversary of The Great
Synagogue consecration, the Museum received
financial support for restoration of one of these original

Where could we see Jewish textiles in Australia? A
local synagogue service presents the most natural
occasion: the rituals of opening the ark curtain and
disrobing the Torah scroll take place as part of Jewish
worship on Friday nights, the eve of Shabbat. There
are several Jewish museums in Melbourne5, Sydney6
and Canberra7, where one can explore in depth the
focus on Jewish culture and tradition. Fortunately,
most of the world’s major Jewish museums, such as
London, Amsterdam, New York, and Prague, share
their collections online. However, to date, only a few
mainstream museums represent Jewish ritual art in
their collections and exhibitions. An exception is the
Victoria and Albert Museum in London. There, curators
selected a Judaica textile and silver work from the
1700s for their refurbished gallery Europe 1600-1815
(Fig. 7). By incorporating it amongst the highlights of
European Baroque and Mannerism design, the museum

3. Letter, Hoffnung–Abraham, London 17 July 1878; and
Letter, Hoffnung–Abraham, London 1 August 1878, The
Great Synagogue Sydney Collection.
4. The fundraising event was based on the success of the
earlier charity efforts for the Synagogue building, the wellknown ‘Hebrew Ladies’ Bazaar’, held in 1875.

5. https://www.jewishmuseum.com.au/
6. https://www.greatsynagogue.org.au/curatorscorner; and
https://sydneyjewishmuseum.com.au/
7. https://www.actjc.org.au/museum.html

The total cost of the order was £400, a considerable
expenditure amounting approximately to one fifth of
the cost of the land lot purchased for the Synagogue
a few years earlier. It is documented in the 1879
Synagogue Board Report that a group of Sydney Jewish
women secured the funds for the vestments purchase.4
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Fig. 6 ‘Tallit’ bag made for George Judah Cohen (18421937), with embroidered initials ‘GJC’. W26cm x H21cm.
The Great Synagogue Sydney Collection.

Fig. 5 Torah mantle with needlework and gold embroidery
attributed to Sophie Steffanoni (1873-1906). Hebrew text
is from ‘Numbers’ and conveys various blessings. The Great
Synagogue Sydney Collection. W36cm x H85 cm.

Fig. 7 Torah Mantle, made in Amsterdam by an unknown
craftsman in c.1675. Silk velvet and brocaded silk,
embroidered and trimmed with various metal threads.
The pair of Ashkenazi silver filigree finials, ‘rimmonim’,
was made in Germany, 1680-1699. W lower part 85cm x
H114.5cm. Victoria and Albert London Collection.

‘Priestly Blessing Hands’ - Detail of gold embroidery on
the Torah Mantle (Fig. 5) attributed to Sophie Steffanoni
(1873-1906).

recognised Jewish textiles and silver artefacts for their
religious significance as well as aesthetic qualities. It is
hoped that art and museum collections in Australia will
follow this development with interest.
June 2022 		

At the time of writing this article, negotiations are
underway between The Great Synagogue and the
Embroiderers’ Guild NSW to consider selected pieces
of gold embroidery from the Rosenblum Jewish
Museum collection for the Guild’s forthcoming Festival
of Goldwork exhibition.
Dr Jana Vytrhlik is a Prague-born art historian
specialising in Judaica and synagogue architecture
with a PhD in Art History, University of Sydney.
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HAND & LOCK
In the beginning
The origins of bespoke goldwork atelier Hand & Lock
date back 255 years to 1767 when French Huguenot
refugee and lacemaker, M. Hand started manufacturing
and selling lace to military tailors. However, what we
may consider lace, the delicate hand embroidery of the
needle and bobbin variety, was not the lace that was
used as part of military uniforms; here lace refers to
the braided trim used on military uniforms, or the trim
around the buttons which used a combination of colours
and threads to denote the regiment. The spacing
between the lace/buttons denoted the difference
between the regiments. Over time M. Hand & Co.
started to supply military badges and other
embellishments that made up officers’ dress uniforms.
State Cipher badge worn by the Postillion.

They embroider ceremonial and liturgical items and
continue to number among their clients, the Royal
Family, PR companies, costume designers for theatre
film and television, and the Military.
The company offers a range of services to clients outside
its regular clientele, ranging from hand monogramming
to customised bridal wear.
The Military

Detail: Jessica McCormack Heirloom Jewellery Boxes - hand
embroidered by Hand & Lock.

In 1956, Stanley Lock, a talented embroiderer and
designer, bought the specialist embroidery company
he worked for - C.E. Phipps & Co - and renamed it S.
Lock Ltd. The company went on to work with English
and French couture houses, including Norman Hartnell,
Christian Dior and Hardy Amies on dresses for the
Queen, Queen Mother and Diana, Princess of Wales.
The company was awarded the Royal Warrant in 1972.

Hand & Lock only supplies Officers and above in the
army and the navy. As Jessica Pile, Production Designer
at H&L, told us, while they are not the sole providers to
the army and the navy, people come to Hand & Lock
because they are seen as providing work of a higher
quality than other suppliers of military regalia. H&L

The Chair of Hand & Lock, Alastair Macleod who comes
from a long line of tailors, (his father was a tailor and
so was his maternal grandfather) fell in love with the
variety of military embroidery that M. Hand & Co made.
The Macleod family bought the company in 1998 and in
2001 merged M. Hand & Co. with S. Lock Ltd to form
Hand & Lock (H&L).
While their embroidery methods are rooted in the past,
H&L is very much a company at the forefront of modern
design, making bespoke items to order: from heirloom
jewellery boxes that cost £20,000; to machine
embroidery used on the costumes in the third season
of the American spy thriller television series, Killing
Eve; and fun collectibles like the machine embroidered
tarot card series at £17 per card; and The College
Dropouts badge collection based on traditional hand
embroidered goldwork designs with a twist from the
H&L archives costing from £80 - £98.
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Detail: Goldwork Household Cavalry Cuff by Hand & Lock.
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deal directly with military dress departments in the
barracks, specifically for a particular regiment or they
deal directly with the military tailors on Savile Row.
However, the ordinary person in the street can also buy
military regalia and badges directly from H&L’s website.
Jessica pointed out that a number of collectors buy
directly from them, as do film and television companies
who need specific badges for uniforms.
Jessica and the Team at H&L
Jessica Pile trained in Theatrical costume design at
the Royal Central School of Speech and Drama. She
worked for a year in theatre and at one point Jessica
was working on a project to recreate a Dior dress,
which involved a lot of beading. So, she came to H&L as
an intern to learn beading and fell into a job there. She
stayed on to become, in 2014, the youngest Production
Director in the history of H&L. However, her title is quite
confusing for in effect she is the CEO of Hand & Lock.
She runs the day-to-day business of the company and
heads up the fourteen-member in-house team, which
includes the digital machine embroidery department,
an in-house hand embroidery department, and the
marketing department. Jessica oversees all the largescale projects that come into H&L. For instance, if H&L
is approached by a fashion house to create samples for
their new collections and then they decide to go ahead
with production, she will oversee the whole project
from the sampling to the production at H&L’s factory in
Varanasi, India. While H&L has fourteen full-time staff
it also uses freelancers in London and India.

2020 COVID lockdown, the 2020 finalists weren’t able
to be exhibited, so in 2021 both the 2020 and 2021
finalists were exhibited at the Bargehouse, Oxo Tower
on London’s South Bank. This location had plenty of
space to show two years of finalists and also host the
inaugural Embroidered Art Exhibition, which featured
emerging designers, artisan makers and contemporary
artists. Jessica told us that 2,000 people attended over
the five days of the show.
Have a look at the 2021 finalists here and the winners
here. Registrations for the 2022 Prize closed on March
31. Students will submit their work in July and twelve
finalists from the categories of Fashion Open, Fashion
Student, Textile Open, and Textile Student will be
chosen and paired with a mentor with whom they will
work until the finished pieces are sent to Hand & Lock
in September. Their work is then photographed in time
for the exhibition and prize giving in November.
The School
The Hand & Lock school has been operating for 20
years and offers classes in Tambour beading, goldwork,
monogramming and silk shading. They also offer two
online courses – one in Contemporary Couture
embroidery, the other in goldwork.

Contemporary Couture embroidery taught at the Hand &
Lock School.

Jessica has also published a step-by-step book, Fashion
Embroidery: Embroidery Techniques and Inspiration for
Haute-Couture Clothing. The book features hand drawn
designs, catwalk photos and step-by-step guides on how
to use the techniques used in haute couture embroidery to
embellish your own clothes.

The Hand & Lock Prize for Embroidery was
established in 2000 to promote hand embroidery.
Now embroiderers from all over the world enter this
prestigious prize which allows them to connect with
the world of embroidery. Unfortunately, due to the
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Detail: Goldwork sample for a slipper upper.
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A Robe Badge

Military Order of the Bath £842.40. This incredibly detailed
piece is quite large - 24x25cm. It has high padding, and
is hand embroidered using 90% silver, 2wm gold and is
enhanced with coloured silks.

Louis Vuitton slippers featuring Chapman Brothers artwork.

Further information

Detail: Goldwork - Exeter City Council Cap of Maintenance
involved over 1,000 hours of needlework.

Suganthi Singarayar

Regency Explorer: Attractive, Distinctive, One Size: The
Military Uniform in the Late 18th Century
https://regency-explorer.net/uniform/
18th Century British Army Lace Pattern List
https://bantarleton.tumblr.com/post/184893380215/18th-cbritish-army-lace-pattern-list
Hand & Lock: Ceremonial and ecclesiastical embroidery
https://handembroidery.com/services/ecclesiasticalembroidery/
Hand & Lock: What is a coat of arms?
https://handembroidery.com/a-brief-introduction-to-thedesign-conventions-of-a-typical-coat-of-arms/
Hand & Lock School of Embroidery YouTube Channel
https://www.youtube.com/channel/UCCCXrm1ij84OQ
0qpa15l1RA
Hand & Lock the World’s Finest Hand Embroidery since 1767
https://fashioninsiders.co/features/meet-the-maker/handand-lock-hand-embroidery-uk/
Art Story: The Chapman Brothers
https://www.theartstory.org/artist/chapman-jake-anddinos/

GOLDWORK THREADS
Where Can You Find the Real Deal?
Following a recent resurgence in interest in goldwork
or metal thread embroidery there now exists a larger
range of goldwork threads allowing contemporary
embroiderers greater opportunity to indulge their
creativity.
UK Companies making metal threads
In the United Kingdom, there are currently two
companies making high quality metal threads, Benton
& Johnson (B & J) and Golden Threads. Since 2017,
these two companies have been classified as critically
endangered on the HCA Red List of Endangered Crafts.
This list ranks traditional crafts on the likelihood of
their survival into the next generation. It would be
disastrous if these firms folded as has happened with
some of the other crafts listed on their website. Where
would we gold workers source top quality threads if
they ceased to exist?
Mary Lewis, Endangered Crafts Manager, advised in
an email that “Crafts that overlap with manufacturing
June 2022 		

often pose the most significant issue, as it is very
difficult ….to start up a business. The equipment is
mostly antique (made of wood in the case of metal
thread) and very few people have the knowledge to
maintain the machinery.” The Charity’s role is to raise
awareness of the tenuousness of heritage crafts and to
lobby for additional support.
Neil Halford of B & J wrote in an email that his biggest
problem is attracting and training new staff, preferably
young people who are prepared to immerse themselves
in the operation. Neil has been doing it for over twentyfive years and is still learning.
Benton and Johnson
Benton & Johnson (a subsidiary of Toye, Kenning &
Spencer) has been making real gold threads since the
1700’s. They are the leading manufacturer of goldwork
embroidery threads in the UK. It is a traditional
company keeping up high standards of craftsmanship
while developing exciting new products to match new
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Antique purling machine still used by B & J.
Image courtesy of Mary Brown

Dot (B & J) purling bullion wires. Dot is making bullion
thread by turning a wooden handle with her right hand whilst
guiding the gold thread around the spindle with her left.
Image courtesy of Mary Brown

ideas in hand embroidery. Threads are made to order
on valuable antique machines. They aim to carry on the
traditional craft, using old ‘passed down’ techniques.
Golden Threads was formed by William Kentish Barnes
on his retirement as Managing Director of Benton &
Johnson. William and Diana Barnes have since retired
again and recently sold their company to Alec Birdwood.
Golden Threads is based in West Sussex.
Types of Gold Thread
Although 2% gold threads and 90% silver threads are
still manufactured for high-end products, the majority
of threads ordered now have a metallised polyester
strip wrapped around a cotton core. However, a number
of threads are still spun on a silk core thread.
There are dozens of different types of threads and
each requires different handling to suit their individual
characteristics. Most come in several sizes, and some
are available in different colours, especially the newer
threads. For example, 371 thread, a very versatile
thread, which can be used for couching and for stitching
through fabric, comes in over 60 colours. It is a lurex
thread wound around a cotton core and is approx.
0.5mm in diameter.

Purling machine still used by Benton and Johnson.
Image courtesy Mary Brown

Imitation Jap
Benton and Johnson sell two types of Imitation Jap
threads, the K-series and the T-series. The K-series
consists of a metallised polyester strip approx. 1.51.75mm wide on a paper back. The T-series uses a
0.7mm wide strip which does not have a paper back,
but the gold covers a foil to strengthen it. Both are spun
on a cotton core. The T-series (a slightly warmer, duller
colour) also comes in silver and copper. Japanese and
Imitation Japanese threads are traditionally couched
down in pairs.
Purls, Passing, Tambour and Check
Then there are the beautiful metal only purls. These
are made by passing a gilded rod through a series of
tungsten carbide dies (a die is typically used to form
tubes, rods and wires from steel), then finer diamond
dies, and then ruby dies for the very finest threads. The
wire may then be passed through rollers to be flatted
or ‘bruised’. Pearl purls, smooth purls, passing thread,
tambour and rococco are made in this way. ‘Bruising’
adds a gleam to the wire.
Passing thread and tambour can be sewn through
fabric and also couched down like Japanese threads.
Rococco is couched down and used mostly for outlining
purposes.

Left: Tambour, smooth and bright check purls, twists from B & J.
Photo by Sharyn Hutchens
June 2022 		
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Traditional Japanese artisanal threads
Another supplier of high-quality metal threads is Midori
Matsushima, a Japanese embroiderer based in the UK.
She is very particular to source material and supplies
made by traditional Japanese artisans. Midori writes
that “there are two types of gold threads, one is made
with traditional technique and another is made with
modern industrial technique.
Traditional gold thread is made of real gold leaf. The
gold thread of the imitation uses gold coloured stain
based on sterling silver.”
The process for making real gold leaf thread is very
precise and delicate and is demonstrated on the
following site: www.k-taikodai.jp/kinsi.htm
Rococco, plate, check and twist threads from B & J.
Photo by Sharyn Hutchens

Matte metal threads such as rough and wire check purl
and gimp are made from round wires. Bright check and
wire check purls are made on a three-cornered needle
to achieve their faceted appearance.
The purls come in sizes from the very small size 9 to
the quite large size 4. Once their diameter exceeds size
4, they are known as bullions. Bullions ranging in size
from 1 (the smallest) to 10, are made from heavier
wires and are still made by hand, a slow and delicate
process.
Smooth, rough and bright check purls are stitched
down as one would stitch down a bead. Lengths are cut
to precise lengths and laid down over a padded area of
felt or soft cotton lengths. Pearl purls are more
frequently couched down and used to outline stitched
areas.

Examples of imitation metallic threads available on the
market. Photo by Sharyn Hutchens

Other metal and metallic threads
We are fortunate today in the variety of metal and
metallic threads available. Price no longer prohibits
aspiring gold workers from attempting this absorbing
technique. Firms such as YLI, Au Ver a Soié, DMC,
Kreinik, Anchor and Madeira, produce threads made
from synthetics, many of which are hand washable
as compared to the more traditionally manufactured
threads.
Indian Threads
India manufactures some beautiful, coloured threads
and I have a few in my stash. They are made of
materials such as plastic strips with nylon/cotton or
rayon cores. It is difficult to equate the different purls
and their sizes with those I am familiar with, they often
feel thicker and more fragile to use. However they are
fun to work with just for their colours alone.

Silk wrapped pearl purl. The green pearl purl has been
stretched and the silk can be seen unravelling from the end.
Photo by Sharyn Hutchens

Coloured purls and silk-covered purls, checks, and
millary wire (sometimes called lace wire - a two-part
metal thread that has a central core with a coiled wire
around it) are now available from B & J. Commissions
are taken for special orders of silk-covered purls which
are made by spinning two ends of silk evenly around a
copper core wire which is then wound around a spindle
to form pearl purl. This is referred to as purling up. It is
a very lengthy process.
June 2022 		

Sharyn Hutchens
Sources
Brown, M. Goldwork Embroidery Designs and Projects (Sally
Milner Publishing: Australia 2007)
www.kreinik.com/shops/The-History-Of Japan-Threads
www.midori-embroidery.com
Cole, A. email correspondence
Lewis, M. Endangered Crafts Manager, Heritage Crafts. www.
heritagecrafts.org.uk
Halford, N. Production Manager, Toye, Kenning & Spencer
email correspondence
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THE FESTIVAL OF GOLDWORK CONFERENCE
A highlight of The Festival of Goldwork will be the
one-day conference, on Saturday 23 July 2022.
Goldwork experts from Australia, Europe and America
have been assembled to provide fascinating insights
into this most seductive of embroidery styles. Topics
will traverse both time and space as we explore the use
of metal thread throughout the ages, as well as across
the globe.
After two-years of COVID disruptions we are thrilled to
be able to hold this as a live event, and warmly invite
you to join us to enjoy not only the compelling program
of talks but also the social opportunities afforded by
this gathering. Morning tea and lunch will be provided
as part of your ticket.
The Australian Catholic University has once again very
generously provided us with access to their auditorium.
Located close to Gallery76 in Concord, this local venue
offers easy access and plenty of parking. It is fully airconditioned and equipped with comfortable theatrestyle seating where we can easily adhere to ‘physical
distancing best practice’.

Conference tickets are selling
fast, so we encourage you to book
soon to avoid disappointment!
Tickets:
Price: $120 + booking fee
Book here: https://www.
trybooking.com/BYXCG
Venue:
Gleeson Auditorium, Ground Floor, Building 612
Australian Catholic University (ACU), Strathfield
Campus
25a Barker Street, Strathfield, NSW, 2135
Catherine Gibson

Gleeson Auditorium

Getting There:
Parking: Plentiful, free, untimed parking; on your right as you drive in.
Public Transport: Train to Strathfield station, then a 20-minute walk. (Note that the campus shuttle bus to the
station will not be running on conference day.)
Further information on the location and transport: https://www.acu.edu.au/locations/strathfield
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MEET OUR INTERNATIONAL GUEST SPEAKERS AT THE GOLDWORK CONFERENCE
Dr Tricia Nguyen - “Materials for Historically
Inspired Needlework”
Historic embroidery is defined not only by techniques
used in the past but by the materials available or
created for their making. It is not only the design and
form that says ‘I am of this period’ but the linens, silks,
ribbons, braids, gold and silk threads, special tools and
needles; all things that the conservator and curator use
as markers of a decade or century when examining
pieces in their collections.

Dr Jessica Grimm - “When goldwork embroidery
took off from the canvas: late-medieval
stumpwork embroidery from Central Europe”
Although padding has been used in many pieces of
medieval goldwork embroidery, completely threedimensional pieces are rare. Those that do exist
combine embroidery elements with that of sculpture.
As they are neither traditional goldwork embroidery
nor sculpture, they have not received the scholarly
attention they deserve. This has resulted in the idea
that 17th-century stumpwork is an English invention.
However, late-medieval embroiderers in Germany,
Austria and Bohemia had already invented the genre
in AD 1470. Some techniques, that were later used
in English stumpwork, were already in use in the late
medieval period. There is however, a fundamental
difference; to achieve the sharpness and precision that
the heads of the figures have in stumpwork, they must
have been formed in a mould. The use of these moulds
is the result of the unique way in which the artisans
of Central Europe pursued the idea of realism. Unlike
the Italians in the early Renaissance who achieved the
illusion of three-dimensionality in their paintings by
inventing the rules for correct perspective. Instead,
the embroiderers went fully 3-D and shook off the
constraints of silk shading and or nué which could only
give the illusion of three-dimensionality.

Creating threads and other materials for modern
adaptations results in questions and challenges which
are useful to examine and can help in understanding
embroideries of a period. If the beginning assumption
is to make the material as authentic as possible, every
choice that deviates from the accurate reproduction
teaches one about the resources, machines, techniques, economics and logistics of the past. This can
then reveal the stories seen in the thread choices of
a particular embroiderer of a different time because
you then know the forces that were in play during
their fabrication. Amateurs, professionals, well stocked
merchants, teacher directed choices, centralised
manufacture and imports are examples of themes that
can be seen in the embroidery when you are informed
by modern reproductions. This talk will discuss the
examination of historic threads and materials with the
goals of reproduction as well as the factors that have to
be considered when manufacturing these materials to
enable 17th century embroidery techniques.

About Dr Jessica Grimm
Dr Jessica Grimm gained a doctorate in archaeozoology
from the University of Groningen, in her native
Netherlands, before she re-trained as a professional
embroideress with the Royal School of Needlework.
After visiting a medieval embroidery exhibition in the
Netherlands in 2015, she embarked on a self-funded
research project focused on the goldwork embroidery
techniques used in these pieces. She loves visiting
museums and studying the original pieces from the
perspective of a maker rather than an art historian.
The results of Jessica’s research are disseminated
through her weekly blog and in the embroidery courses
she teaches.
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About Dr Tricia Nguyen
Dr. Tricia Wilson Nguyen is a teacher, historian,
entrepreneur, and engineer. Her interests stretch
between the embroidery and technology of the past
and present. Dr. Nguyen’s primary field is engineering
where she has been part of a small group of scientists
and artists who have pioneered the new field of
electronic textiles. Her product developments in that
field have been seen in Land’s End, Brookstone, the
fields of World Cup Soccer and have been exhibited at
the Smithsonian. But in this venue, Tricia is best known
for her knowledge and interpretation of historical
needlework through projects such as the Plimoth Jacket.
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About Dr Tricia Nguyen (continued)
She is owner of Thistle Threads, a company which
researches and designs historically inspired needlework.
Her unique twist is viewing the objects through
the lens of economic history using her engineering
background to understand the clues they hold. Her
current research project concerns embroidered

caskets, applying experimental archeology practices
to understand the genre. To do this, she is running a
popular course, called Cabinet of Curiosities where over
600 stitchers are producing their own interpretation of
a 17th century casket. http://thistle-threads.blogspot.
com/.

INTRODUCING OUR AUSTRALIAN GUEST SPEAKERS AT THE GOLDWORK CONFERENCE
Alison Snepp
Anglicanum”

-

“Opus

share some of the fascinating aspects of this highlyprized type of goldwork embroidery.

Alison’s lecture will explore
her
favourite
type
of
English embroidery, Opus
Anglicanum,
Latin
for
‘English work.’ This style
of
luxurious
embroidery
on silk with metal thread
and teeming with elaborate
imagery, emerged during
the medieval era - a period
celebrated for its artistic
production. Championed by wealthy families, Opus
Anglicanum became widely used, frequently in religious
garments. However many of these did not survive the
destruction of the Reformation period. Alison’s talk will

About Alison

Mary Brown - “Cultural Diffusion in the History of
Goldwork Embroidery”

Certificated Course at the
Royal School of Needlework
at Hampton Court Palace, UK
in 2001. This consolidated
her love of metal thread
embroidery, prompting her
to undertake a long stint
of research on this topic in
the UK and Europe and to
publish her book ‘Goldwork
Embroidery’ in 2007. She
was a sessional lecturer
in the Fashion and Textile
Department at the University
of Technology, Sydney from 2007-2017 and is currently
an accredited tutor and judge for the Embroiderers’
Guild NSW. Her creative practice includes designing
and making, as well as teaching and research, plus
she has also recently curated exhibitions for artist
embroiderers.

While it is known that goldwork started in the East,
this rich and alluring style of embroidery has enjoyed
popularity throughout much of the globe. Mary Brown
will guide us through the centuries, exploring how
goldwork styles, skills and applications journeyed
along trade routes to facilitate a process of cultural
exchange between geographically distant lands. This
includes detailing how the underside couching used
by Muslim embroiderers later became a defining
feature of the English Opus Anglicanum style. She
will also consider the role Lady Curzon’s passion for
Indian goldwork (zardosi) played in it becoming
fashionable for embellishing European ballgowns.
About Mary
Mary was a visual arts teacher for over 25 years. A
growing interest in textile art led her to complete the

Alison Snepp has been a professional embroiderer
since 1981. During that time she taught classes for
Embroiderers’ Guilds and special interest groups
around Australia, New Zealand and in England. She has
lectured on many embroidery topics and has studied in
significant museum and private collections in the United
Kingdom and the United States, as well as in Australia.
Her special embroidery interests cover work done in
Greece, India, North Africa and the Middle East. She
has written seven books and many magazine articles.
In 2019 she organised and led a small embroidery tour
to England where participants visited public and private
collections, shows and enjoyed all kinds of special
embroidery-related activities.

Dianne Conomos - “The
Ancient Craft of Japanese
Goldwork – and the
Crusade to Keep it Alive”

precious Japanese tradition after WWII and undertook
an audacious journey to save it.

Goldwork embroidery has a
rich history in Japan. This
talk by Dianne Conomos will
explore the importance of
embroidery in the customs of
Japanese nobility throughout
history, both in apparel and
for ceremonial purposes,
reaching its height during
the Edo period. She will detail how Traditional Japanese
Embroidery has developed into a unique art form with a
distinctive style, such as weaving metal into silk fabrics
to magnificent effect. Dianne will also tell the story
of Mr. Iwao Saito, who recognised the threat to this

Dianne Conomos is a Traditional Japanese Embroiderer
who has been perfecting this art form for over 17-years.
She is a graduate of the Japanese Embroidery Centre,
Atlanta, and also studied with the school’s founders,
the Saito family in Kurenai Kai in Japan. Dianne began
her studies with Margaret Lee in Australia. She has
exhibited widely, including at the World Exhibition
of Japanese Embroidery in 2011, a solo exhibition
at Springwood’s Braemar Gallery in 2019 and is an
ongoing contributor to the World Fractal Project for
the Japanese Embroidery Centre. Dianne grew up in
a family that made everything, and her embroidery
interest was nurtured by two loving grandmothers, her
mother and uncle.
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About Dianne
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FESTIVAL OF GOLDWORK - WORKSHOPS AND CLASSES
TREE OF LIFE with Alison Cole
Wednesday 6, Thursday 7, Saturday 9 & Sunday 10 July
10am - 3.30pm
Tree of Life is a large design of approximately 20cm x 29cm featuring a Jacobean
styled Tree of Life with flowers, acorns, grapes and pomegranate.
The design is worked in Goldwork techniques in shades of gold, green and purple
on a background of purple delustered satin.
The piece features a range of padding techniques and application processes
making it ideal for both the experienced embroiderer and those new to Goldwork
that are up for a challenge.
The piece features paua shell laminate, opalescent organza and amethyst beads
alongside the English gilt and coloured metal threads.
Fee for this 4-day Workshop: Standard - $720
Kit: $150

Members Only - $480

OR NUÉ with Alison Cole
Friday 8 July
10am - 3.30pm
Choose a Design then Learn the Technique
Or Nué is a Goldwork technique that employs couching stitches in coloured
silks to thread-paint the design, while the background is couched in a matching
metallic so that it is not seen.
Fee for this 1-day Workshop: Standard - $180
Kit: Price dependent on choice of design

Members Only - $120

THREADED STRAIGHT STITCHES SAMPLER with Di Fisher
Sunday 24 & Monday 25 July
10am - 3.30pm
Di has suggested that students use their own choice of linen and threads. This
gives them the freedom to create their own individual sampler.
Di has used a 32-count Permin ‘Lambswool’ linen but students may wish to
embroider on a different thread count. For the stitches, she has used gilt passing
and some silver passing and silk threads.
Fee for this 2-day Workshop: Standard - $360
No Kit - Requirements List supplied

Members Only - $240

DISCOVER AND TRY-GOLDWORK TASTERS with Sharyn Hutchens
Monday 11, Sunday 17, Friday 22 & Thursday 28 July
10am - 12noon
Have you ever looked at gold embroidery threads and wondered what to do with
them? This is your opportunity to find out.
All you need is curiosity and enthusiasm for learning a wonderful new technique.
Fee for these Classes:
11 July: $20 with kit provided
17, 22 and 28 July: $20 per day, plus a $5 kit fee

Book instantly through Trybooking
June 2022 		
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MEET ALISON COLE
Alison Cole is an award-winning embroidery artist who
specialises in Goldwork and Stumpwork.

the 50th Anniversary Challenge at the Embroiderers’
Guild Annual Exhibition.

On her website alisoncoleembroidery.com.au, Alison
details many of the highlights of her 30-year embroidery
career. These include designing, teaching and promoting
Goldwork (and Stumpwork), throughout Australia and
overseas; self-publishing five very successful books;
and regularly contributing to a number of magazines,
both in Australia and abroad.

2015 saw Alison actively participating in the National
Gallery of Victoria’s exhibition ‘Exquisite Threads’, and
producing a video for the exhibition which can be seen
on Youtube.

Some of the Notable Achievements and Events
listed on Alison’s website:
In 2005 Alison received a Commendation for Stitching
Excellence from the Embroiderers’ Guild United
Kingdom for their ‘Picture This’ competition and the
People’s Choice Award at the Embroiderers’ Guild
Victoria Annual Exhibition for the piece “Jacobean
Elegance”.
2007 saw Alison participating as Artist in Residence
for a project with the Southwestern Branch of
the Embroiderers’ Guild Victoria, as well as being
commissioned to embroider a piece of Goldwork for
the front cover of the UK magazine ‘Stitch with the
Embroiderers’ Guild’ for their 50th issue.
During August 2009, Alison travelled to the UK to
further her studies in Stumpwork and Goldwork.
Museums visited included Fenton House, The Burrell
Collection and the Victoria and Albert Museum amongst
others.
September 2010 saw her travel to Italy and France
with her family on holiday - a wonderful chance to view
the embroideries in several museums. The highlight
of these being the Museo del Duomo in Florence, and
visiting the famous San Giovanni panels embroidered
in the Or Nué technique. September also saw her win

This year has seen Alison win second place in the
Australian Textile Art Awards and second place for Best
Gold Embroidery Organization at the inaugural biennial
International Festival of Gold Embroidery and Jewellery
in Uzbekistan where she represented Australia at the
request of the World Craft Council (Australia).
Alison’s Books:
All that Glitters (2006)
The Midas Touch (2008)
Stumpwork Masterclass (2015)
The Embroiderers Little Book of Hints and Tips (2016).
In 2017 this book was awarded a gold medal at the
Independent Publisher Book Awards in New York, USA
The Goldwork Masterclass (2019) - awarded a bronze
medal at the Independent Publisher Book Awards in
New York, USA in 2020
Instagram https://www.instagram.com/alison_cole_
embroidery/
Facebook https://www.facebook.com/alison.cole.
embroidery
Lesley Groombridge
Alison will be conducting two workshops during the
Festival of Goldwork. The first is a 4-day workshop
titled “Tree of Life” between 6 and 10 July, excluding
8 July 2022. The second is a 1-day workshop on “Or
Nué” on 8 July 2022.

MEET DI FISHER

Background

medieval embroidery. The six metal thread samplers
are threaded and interlaced straight stitches, cross
stitches and herringbone stitches, plus a Ceylon and
ladder stitch, ladder stitch (continued) and plaited
braid samplers.

My passion and specialty is English medieval, early
Tudor, Elizabethan and Stuart needlework, or counted
embroidery based on my thesis “English Counted
Embroidery from the 13th to the 17th centuries”.
I have been enthusiastically researching this topic in
detail for over a decade, culminating in my thesis, for
which I received an Advanced Certificate in Research
and Embroidery at the Embroiderers’ Guild of South
Australia Inc.

Most critically, I have documented stitches and
variations of stitches not previously documented in
books or elsewhere to my, and other world experts’,
knowledge. My research began in detail by studying
books on collections and undertaking four independent,
self-planned study trips to collections and museums in
England, Scotland and Switzerland, through which I
engaged with curators to study specific embroidered
textiles in detail.”

I am delighted to be invited to be involved in the
Goldwork Festival in July. You can see my embroidery
on Instagram: diannefisherembroidery.

For years, I have been studying and analysing the
extensive variety of counted stitches in the repertoire
of the early and very skilled English embroiderers.
For my thesis, I completed eighteen samplers in
total, based on stitches worked either in metal or
silk threads, beginning with the counted stitches of
June 2022 		

Di Fisher
Di will be conducting a 2-day class titled “Threaded
Straight Stitches Sampler” on 24 and 25 July 2022.

Copyright © The Embroiderers’ Guild NSW Inc. All Rights Reserved

27

PROFILE - SHARYN HUTCHENS
The Past
I had a brief introduction to embroidery in 3rd class
but didn’t do any more embroidery until our children
were small, when I picked up some cross stitch and
surface stitchery (formerly known as free style) kits for
relaxation and taught myself the basic stitches. I then
joined a class at the local neighbourhood centre. This
was an eye-opener for me as the tutor, an art teacher/
embroiderer, encouraged us to look at subjects in a
different way. Kits were not encouraged. Pencils and
paper were.
I joined the Embroiderers’ Guild NSW in 1995, having
heard about it from the tutor who was a member
herself. Another life then opened up for me as I
tried every technique that I could, some not very
successfully. However, this was also a learning process.
At the same time I enrolled in the then 4-year Creative
Correspondence Course (now Creatives Course).
Everything happens for a reason. Shortly after I’d
completed this course I was volunteering as a ‘white
gloves person’ at a Guild Exhibition in the Wesley
Building in the city, and I spotted a Goldwork piece by
Avril Ambrose de Havilland. I knew immediately that
this is what I wanted to do. As luck would have it, Avril
offered a Home Study course in Goldwork the following
year and I immediately signed up. These courses
were wonderful as I was able to juggle working and
family life whilst at the same time pursuing my love of
embroidery.
In the late 80’s I was approached by several needlework
shops to run classes. These morphed into home
teaching which I did for many years, finally retiring
when we decided to downsize to regional NSW.

Teelah George (www.teelahgeorge.com) is a favourite
artist because of the way she uses different backgrounds
on which to stitch. The movement of light that she
achieves, and her use of colour are amazing. More
recently Hanny Newton and her free-flowing couching
is also becoming a favourite.
Another favourite piece of mine is a hanging based on
Margaret Macdonald Mackintosh’s “O Ye, All Ye That
Walk in Willowwood” 1903 which I have always loved.

I still meet up with one talented group of ladies on a
regular basis. We stitch, have ‘Show and Tell’ and enjoy
each other’s company.
In 2006 I enrolled in the Advanced Techniques Course
run by Effie Mitrofanis, and this was followed by the
Proficiency Course, Practical Teaching Skills Course
and Tutor Accreditation, and the Judges Accreditation
Certificate Course.
Along the way I have participated in several workshops
that really stand out in my memory, such as Master
classes with Jean Draper (a UK tutor) and creative
workshops with Mary Brown. Both tutors have been
inspirational to my creative journey.
Inspiration and Favourite Pieces
My main inspiration comes from nature, specifically
trees, and one of my favourite pieces is a book of
goldwork tree trunks (A Celebration of Trees) that I
made as part of the Advanced Techniques Course. This
work is very textural and uses layers of handmade
papers to form the pages. Another source of inspiration
is the manner in which metal thread embroidery is
used by fashion designers. I love the way different
padded layers are used to create dimension and
unusual metal components are combined to create
texture.
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Goldwork Tree Trunk from ‘A Celebration of Trees’ series .
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The highlight of a visit to Kelvingrove Art Gallery and
Museum in Glasgow was seeing this piece in real life. It
is mostly stitched with couched lines of gold. There is
something soothing and very satisfying about couching
rows of gold threads, but it is also quite challenging to
get them ‘just so’.
A third favourite, mainly because of the challenges it
presented, is the tassel I stitched for Proficiency. It was
based on strips of bark hanging from a peppermint gum
in our backyard and consists of pieces of paperback
attached to silk organza dyed with bark from the same
tree.
Each of these pieces presented different challenges,
from learning how to handle the different backgrounds,
to achieving the textures I had in mind, and stitching
the gold down to the standard I was happy with. They
all required much sampling, including dyeing silks
to the required colour, experimenting with padding
materials, working out how to attach motifs to the main
background, and experimenting with different weights
and colours of gold threads, as examples. Some things
worked, some didn’t.
Exhibitions and Other Achievements
Over the years I have participated in several
Embroiderers’ Guild NSW State exhibitions, exhibited
at Timeless Textiles, Newcastle as part of a group, and
in the 2019 ‘Thread Odyssey’ exhibition by Reece
Scannell at Gallery76.

Sharyn’s wall hanging inspired by “O Ye, All Ye That Walk in
Willowwood” by Margaret M Mackintosh.

Highlights include winning 1st prize for “A Celebration
of Trees and 3rd prize for the Margaret M. Mackintosh
hanging in the Metal Thread Category at the Guild’s 50th
Anniversary Exhibition; co-working with Val Hancock
on a commission for the film “The Water Diviner”; and
co-working with Mary Brown on the masthead and
wreath for “Australian House and Garden” Christmas
issue. This issue was awarded Cover of the Year for
2018.
The Future
I would love to work on a large-scale piece. I have
for many years had several ideas percolating in the
back of my mind about this large-scale piece and I
am constantly adding and discarding ideas about the
different ways that I could achieve these ideas. At
the moment, they are in the ‘sometime in the future’
basket. For the present I will enjoy sharing my love of
metal thread embroidery with as many people as I can.
Favourite Tool
My favourite tool is a thread mover made by Ron
Schmid and available from the Embroiderers Shop,
followed closely by a very sharp pair of burling iron
tweezers. Both are perfect for goldwork.
Tree Bark Tassel (detail) - stitched for Proficiency.
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Silk is my ‘go to’ fabric of choice as it complements
metal threads perfectly (and I have a stash!).
I have made many friends through my love of stitch.
Attending classes, meeting with groups, volunteering,
tutoring etc are responsible for many firm friendships
which I treasure. Friends are essential for our mental
health and stitch is the catalyst that brings us together.
Sharyn Hutchens

Top Left: Burnt Tree Bark. Top Right: Tulip Temptations.
Bottom Left: Moth - from a workshop with Avril Ambrose
de Havilland.
Bottom Right: Tree Trunk on Paper.
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Goldwork Masthead and Wreath for ‘Australian House & Garden’ (detail) 2018
- worked by Sharyn Hutchens and Mary Brown.

GOLDWORK BOOKS
in the EMBROIDERERS SHOP

Left:
The Art and Craft of
Goldwork by Antonia
Lomny - used $15 - last copy
Beginners Guide to
Goldwork by Ruth
Chamberlin - $29.99

Above:
The Midas Touch by Alison Cole - $20.00 - last copy
Goldwork Embroidery - Designs and Projects
by Mary Brown $29.99
Goldwork - Techniques, Projects & Pure Inspiration
by Emi Nimura - $47.99
Left:
Goldwork - Essential Stitch Guides by Helen Cook - $36.99
Goldwork and Silk Shading Inspired by Nature
by Hazel Everett - $49.99
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‘GOLDWORK EMBROIDERY - DESIGNS AND PROJECTS’
Mary Brown’s research journey for her book
When I first approached Mary Brown about a feature
article for this Goldwork Special Supplement, she wanted
the article to focus on her experience in researching
her book, Goldwork Embroidery – Designs and
Projects. She particularly wanted to share her joy
and amazement at being granted the opportunity to
examine the gold embroidered costumes and textiles
housed in the various museums and collections that
she was granted access to, items that were hundreds
of years old and yet still in excellent condition. Here is
Mary’s story.
Introduction
Mary Brown spent the first 25 years of her working life
as a Visual Arts teacher in Catholic Senior Colleges,
specialising in printing, painting and wearable art.
At the end of the 1990’s she became increasingly
interested in textile art and this led her to move to
London in 2000-2001 to undertake the Royal School of
Needlework (RSN) Certificate Course at Hampton Court
Palace.
When Mary started the Course, she was considering a
career in textile conservation work, but was discouraged
from following this path by her tutors who recognised
her flair for design and instead encouraged her to
become a creative textile artist.
The beginning of Mary’s love affair with Goldwork
Embroidery
On her first day at the Royal School of Needlework in
2000 Mary saw her very first piece of goldwork and
immediately fell in love. She had never seen goldwork
in Australia and she was amazed by the appearance of
the gold threads, which had been laid using different
techniques. She was particularly enamoured of the
sculptural look of the piece which had been achieved
by building up different areas of the design with
padding. This love affair would lead her to set up her
own design practice and then to write a well-reviewed
and respected book on goldwork, Goldwork Embroidery
– Designs and Projects.
On her return to Australia in 2001, Mary returned to
her high school visual arts teaching career for a year
or two, before resigning to set up her own design
practice, Mary Brown Designs, specialising in goldwork
embroidery. In her spare time Mary taught Goldwork
Embroidery at the Crewel Gobelin and at Lyn’s Fine
Needlework shop (in Baulkham Hills).

have been able to publish the book that she wanted
to write if she had approached another publisher - one
that specialised in publishing academic texts.
Mary was given 15 months to complete the book,
which was quite a challenge. She spent the first five
months researching her book in the US, UK and parts
of Europe - visiting collections, museums, galleries and
churches. Mary also visited the UK company Hand &
Lock (London’s premier embroidery atelier), as well
as renowned goldwork artists - Margaret Hall-Townley,
Barbara Dawson, and Janice Rawlinson. Mary describes
this period as one of the most wonderful times of her
life.
Before leaving Australia, Mary applied for research rights
at institutions that housed embroideries of historical
significance. She began her journey in the United States
and recalls visiting the Metropolitan Museum in New
York to view the 14th century Chichester-Constable
chasuble (Fig.1) from the Opus Anglicanum period “it was like stepping into an operating theatre ... they
had the work out for me for the entire afternoon.”

The Research Journey
In 2005 Mary became increasingly interested in writing a
book, and specifically a book on the history of goldwork
embroidery. Mary envisaged that her book would be
a reference book, a research-based comprehensive
study of goldwork embroidery in Britain and Europe.
It would not necessarily include a ’how to’ on goldwork
techniques.
Sally Milner Publishing (specialists in craft titles)
commissioned Mary to write her book, however they
wanted the book to contain projects that incorporated
various goldwork embroidery techniques, as well as her
research. In hindsight, Mary believes that she might
June 2022 		

Figure 1 - Mary studying the Chichester-Constable Chasuble
at the Metropolitan Museum of Art, New York.
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Figure 2 - Persimmon Silk Velvet ‘Visite’ 1885 - designed
by Worth (father of Haute Couture) in the Museum of the
City of New York. The metal threads on this Visite are silver
soutache and silver twist.

While Mary had exclusive access to the chasuble to
photograph it, sketch it, make observational notes
and examine it with a conservator’s magnifier, the
curator had told museum staff to make the most of this
opportunity and come and view it because “it rarely
saw the light of day”.
In contrast, the research room at the Museum of the
City of New York was a very different environment.
Mary was researching a 20th century Elsa Schiaparelli
gown and instead of being hidden away Mary says,
“I was in a room … on all sides I had these amazing
couture gowns and some of them were in plastic bags
and others were not!”
In the Victoria & Albert Museum (V&A) London, Mary
was given access to two more couture gowns by
designers Dior and Balenciaga (Fig.3). However, she
was unable to include any of her research or photos
of the Dior and Balenciaga gowns in her book as both
gowns were to be included in travelling exhibitions,
with associated publications. The exhibitor’s rights to
publish material on the gowns overrode the rights of
any other researcher. Since then, Mary has seen both
these gowns exhibited in Australia.

Figure 4 - Skirt of Princess Margaret’s Coronation Gown
1953 - designed by Norman Hartnell, in the Museum of
London. The design has been richly embroidered with
pearls, including teardrop pearls, silver paillettes in the
form of leaves, diamantes of varying sizes, silver-lined
bugle beads, milky seed beads, sequins and silver threads.
Silver check purls were worked as satin stitch to define
the calyxes of buds. A silver wavy passing has also been
worked as satin stitch for the petals of closed buds. The two
larger rosettes on the bodice, and a row of similar rosettes
on the skirt, feature a thick silver twist thread which was
laid around the rosettes in coils which envelop diamantes.
The coiling stems on the skirt were worked in an even
heavier silver twist.

At the Museum of London, which also has a large
textiles collection, Mary viewed the oldest gold thread
in existence, an embroidered panel which was thought
to have belonged to Marie Antoinette (the last Queen of
France before the French Revolution), a goldwork cape
gifted to Queen Victoria by one of the Ottoman rulers,
and a fragment of Princess Charlotte’s 1816 wedding
gown. Mary was also given access to the gown worn
by Princess Margaret at the Coronation of her sister Queen Elizabeth II - in 1953 (Fig.4).
During her research journey, Mary was also given access
to Costume and Textile Collections at other important
institutions, including: Hereford Museum (Figs.6 & 7)
and the Wade Collection (Fig.8) at Berrington Hall,
near Hereford, England; Nottingham City Museums
and Galleries (Fig.9); National Museums and Galleries
of Wales (Fig.10); the Constance Howard Archives at
Goldsmiths College, University of London Embroiderers’
Guild Museum (UK), and The Catholic Church of Our
Lady and St Michael, Abergavenny, Wales (Figs.11 &
12).

Figure 3 - A mid 20th century Balenciaga cream gazar
gown in the Victoria & Albert Museum, London. The silver
embroidery was very experimental for its time.
June 2022 		

Many significant pieces from these institutions are
featured in Chapter 1 of the book “A Brief History of
Goldwork Embroidery”; information about some of
the items had never been published before and many
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Figure 5 - An early 19th century Empire Line Gown,
featuring lama embroidery in the Museum of London.

Figure 8 - An 18th century red velvet waistcoat in the Wade
Collection at Berrington Hall, Leominster.

Figure 6 above - The story of Noah and Lot - a 17th century
Stuart stumpwork embroidery in the Costume and Textile
Collection of the Hereford Museum & Art Gallery.
Figure 7 below - Noah and Lot - detail.

Figure 9 above - A late 17th century metal-embroidered
bodice in the Middleton Collection held in the Costume and
Textile Department of Nottingham City Museums & Galleries.
Figure 10 below - An 18th century Mantua and Petticoat, in
the National Museum of Wales.

are not available for public view. There are detailed
descriptions of each piece, information about its
historical context, explanations of the techniques
involved, and colour photographs, including close-ups,
of the embroidered piece.
Mary’s research journey also included gathering
information for the second chapter of her book “Metal
Threads - History and Construction”. A visit to Golden
Threads (one of the last two manufacturers of metal
threads using traditional craft techniques in the UK)
proved invaluable for this, and Mary is particularly
appreciative that owner, William Kentish Barnes, was
so generous in sharing his knowledge with her.
June 2022 		
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Figure 11 above - An early 16th century English red velvet
chasuble (which is still worn). This and other 16th century
chasubles in the Catholic Church of Our Lady and St
Michael, Abergavenny, Wales, were hidden for centuries
by Catholic families.
Figure 12 below - detail of the embroidery of a pillar on
the back of another 16th century chasuble.

Figure 13 - Mary working on ‘Portrait of a Lady’ - one of the
fifteen projects in the book.

on Queen Maud of Norway’s coronation dress that was
on display at the Victorian and Albert Museum; “Horus
Eye” (p.113) was inspired by an amulet from the SaitePtolemaic period in the Metropolitan Museum in New
York; and “Memories of Russia” (p.189) was inspired
by the heavily embroidered peasant costumes that
Mary saw in Moscow museums, as well as the classical
architecture of St Petersburg. All the projects include
a supply list, design notes, step-by-step instructions
and illustrations of each step along the way, and a
photograph of the finished project.
Mary is very proud of her book; she is thrilled that it has
been very well reviewed over the years and continues
to sell well. She has also received excellent feedback
on the projects in the book.
Lesley Groombridge
Some of the photographs and descriptions that appear
in this article, eg Princess Margaret’s Coronation Gown
(Fig.4) were not included in Mary’s book, and have not
previously been published.
All photographs featured in this article were taken by
Mary during her research journey.
Mary Brown is an accredited tutor and judge with the
Embroiderers’ Guild NSW Inc., a practicing textile artist, a
published author, an authority on the history of goldwork
embroidery, and is recognised as one of the best goldwork
textile artists and designers in Australia.

The Techniques and the Projects
Chapter 3 details the materials, equipment and
preparation required for goldwork embroidery, followed
by a chapter of instructions on the stitching techniques
which are clear, precise and beautifully illustrated.
Part II of the book is devoted to fifteen projects, all of
which are Mary’s own designs, specifically created for
her book. Many of these were inspired by things she
had seen on her research journey. As examples, “Silver
Flower” (p.104) was inspired by embroidered flowers
June 2022 		

Mary began teaching at the Guild in 2007, running a series
of workshops on Creative Goldwork Embroidery; she added
mixed media work to these workshops in 2009. In more recent
years Mary was asked to revamp the Guild’s Intermediate
Historical and Contemporary Course and is the designer,
convenor, and principal tutor of the new Contemporary Stitch
& Design Course.
Between 2007 and 2017 Mary was a sessional lecturer at
the Fashion and Design Department at the University of
Technology Sydney.
Mary will be a speaker at the upcoming Festival of Goldwork
Conference in July. The title of her paper is: ’Cultural
Diffusion in the History of Goldwork Embroidery’
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MORE OF MARY BROWN’S PHOTOGRAPHS
illustrating ‘New directions in Goldwork
Embroidery 1950 - 2006’

Figure 14 - One of the works in a series of Four Seasons embroidered by
Margaret Nicholson.

Figure 15 - Back of the Dean’s Cope (Dean of
Chelmsford Cathedral) - designed and stitched
by Barbara Dawson.

Figure 16 - ‘Goldfishers’ - 1986, by Margaret Hall-Townley. Margaret was a student of Barbara Dawson at Goldsmiths,
University of London in the 1960s.

EMBROIDERERS AND GALLERY SHOPS
When you visit Gallery76 during the Festival of Goldwork, make sure you check out the offerings in our
two Shops. In stock will be beautiful goldwork threads, a selection of books on goldwork and a range of special
merchandise including jewellery, souvenir greeting cards and even some jars of locally-produced golden honey.
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GOLDEN TREASURES IN THE LIBRARY
There are many other Goldwork books in the library,
including Guild Goldwork tutor, Mary Brown’s book,
‘Goldwork Embroidery – Designs and Projects’,
which is the subject of a major feature article in this
Special Supplement (see pages 32-36).
The Goldwork Supplement will whet your appetite for
the Festival of Goldwork taking place at the Guild
and Gallery76 in July and August and the Goldwork
conference to be held on Saturday 23 July.

With the Festival of Goldwork just around the corner,
I would like to draw your attention to some books on
this topic that we have in the library. Goldwork shows
up in various techniques and styles such as Stumpwork,
Ecclesiastical, and Creative Contemporary. However, I
will focus on a few of the books that are specifically
about Goldwork technique and design.
I am usually an advocate for the value of old vintage
books with their simple black and white graphics and
images, but in this case, I have to say the old Barbara
Dawson books look quite sad. There are so many
greyscale photos of artworks that are supposed to be
shining!   

Please come by and browse in the library and let us
know if there are any books, goldwork or otherwise,
that you would like to see added to our collection.
Sheila Clancy
Librarian

A nice little booklet, ‘Goldwork Revised and
Expanded’, by Search Press has contributions from
several well-known authors. It briefly covers history,
design, and various materials and techniques.  
‘The Art and Craft of Goldwork’, by Antonia Lomny,
has very clear instructions including “Tips” that address
common difficulties. Technical instructions are covered
within the several project descriptions, and there are
clear graphics and beautiful colour photos.
I will also mention one by Hazel Everett called
‘Goldwork, Techniques, Projects, and Pure
Inspiration’. This is quite an extensive book with
about half dedicated to techniques and half to beautiful
projects. The projects are many and small, and cover a
variety of bugs, flowers, and geometric designs. Again,
the layout is clear and the colour photos really show off
the shimmering effect.   
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FESTIVAL PROGRAM
Date

Time(s)

Event

Venue

Fees:
Standard

Fees:
Members

Sat 2 July

4pm5.30pm

Event - Official Exhibition Opening
(includes light refreshments)

Gallery76

$10 plus
booking fee

$10 plus
booking fee

Wed 6 to
Sun 10 July
(excl. 8 July)

10am3.30pm

Workshop: Tree of Life with Alison Cole (4-days) Kit Fee $150

Gallery76

$720 plus
booking fee

$480 plus
booking fee

Fri 8 July

10am3.30pm

Workshop: Or Nué with Alison Cole (1-day)
- Kit Fee dependent on design

Gallery76

$180 plus
booking fee

$120 plus
booking fee

Fri 8 July

5.30pm7pm

Talk: “Goldwork and her Private Collection
Treasures” with Alison Cole

Gallery76

$25 plus
booking fee

$25 plus
booking fee

Mon 11 July

10am12noon

Taster Class 1: Goldwork with Sharyn Hutchens Kit included

Gallery76

$20 plus
booking fee

$20 plus
booking fee

Sun 17 July

10am12noon

Taster Class 2: Goldwork with Sharyn Hutchens Kit Fee $5

Gallery76

$20 plus
booking fee

$20 plus
booking fee

Thurs 21 July

5.30pm7pm

Talk: “The History of Hand & Lock and The Hand &
Lock Prize for Embroidery” with Alastair Macleod,
Chair - Hand & Lock - includes refreshments

Gallery76

$50 plus
booking fee

$50 plus
booking fee

Fri 22 July

10am12noon

Taster Class 3: Goldwork with Sharyn Hutchens Kit Fee $5

Gallery76

$20 plus
booking fee

$20 plus
booking fee

Fri 22 July

5.30pm7pm

Talk: “Metal Thread Stitches in English Medieval,
Tudor and Stuart Needlework” with Di Fisher

Gallery76

$25 plus
booking fee

$25 plus
booking fee

Sat 23 July

9.30am4pm

Event - Conference (1-day)
includes morning tea and lunch

ACU,
Strathfield

$120 plus
booking fee

$120 plus
booking fee

Sun 24 & Mon
25 July

10am3.30pm

Workshop: Goldwork Sampler with Di Fisher
(2-days) - No Kit

Gallery76

$360 plus
booking fee

$240 plus
booking fee

Tues 26 July

5.30pm7pm

Talk: “Goldwork in a Contemporary Setting”
with Alastair Macleod, Chair - Hand & Lock
includes refreshments

Gallery76

$50 plus
booking fee

$50 plus
booking fee

Thurs 28 July

10am12noon

Taster Class 4: Goldwork with Sharyn Hutchens Kit Fee $5

Gallery76

$20 plus
booking fee

$20 plus
booking fee

Thurs 4 August

10.30am11.30pm

Tour - Goldwork Secrets of the Embroiderers’ Guild
Gallery76
NSW

$25 plus
booking fee

$25 plus
booking fee

Sun 7 August

10.30am11.30pm

Talk - “Goldwork from the Great Synagogue” with
Jana Vytrhlik

Gallery76

$25 plus
booking fee

$25 plus
booking fee

Sat 13 August

10.30am11.30pm

Tour - Goldwork Secrets of the Embroiderers’ Guild
Gallery76
NSW

$25 plus
booking fee

$25 plus
booking fee

Tues 16 August

10am11am

Tour - Mary Brown’s Studio
includes morning tea

Denistone

$35 plus
booking fee

$35 plus
booking fee

Sat 20 August

10am11am

Tour - Mary Brown’s Studio
includes morning tea

Denistone

$35 plus
booking fee

$35 plus
booking fee

Book instantly through Trybooking: https://www.trybooking.com/BYXCG
Many events already available, with the remainder being progressively added.
If you prefer to pay for one of the workshops in instalments, please call the Guild office on:
+612 9743 2501. (Note that final payment for workshops is due 2-weeks prior to commencement.)

GALLERY76 AND
EMBROIDERERS' GUILD NSW INC.
76 Queen St, Concord West, NSW, 2138
Ph: (02) 9743 2501

CONNECT WITH US
Web: www.embroiderersguildnsw.org.au
Facebook: facebook.com/embroiderersguildnsw
Instagram: gallery76_queenst

PATRONS: Her Excellency the Honourable Margaret Beazley AO QC, Governor of NSW and Mr. Dennis Wilson.
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