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A word from the editor 
As you know, we want to restart our lecture programme as soon as we feel it’s safe to meet, but 

meanwhile OATG will continue to publish a newsletter – in addition to the three more formal and 

longer journals that we issue each year. We have decided to produce this second newsletter now so 

as to keep in touch until Autumn’s Asian Textiles journal is produced in late October.   

  As you also know we have recently made available to members a video on the looms and 

textiles of the Minangkabau people of Sumatra produced by OATG member Chris Buckley and his 

wife Sandra Sardjono. The video is exclusively available to members until 1 October, at which time a 

modified version will be released to the general public. Chris and Sandra take a look at how different 

loom technologies are used, in particular the use of lidi sticks. They also explain how they believe 

they have identified the use of an Indian weaving technique in Indonesia. The video is accessible in 

the new password-protected members’ area of our website: https://www.oatg.org.uk/online-events. 

  Thank you to those authors who have contributed to this newsletter. Depending on 

circumstances there could well be further issues, so please keep writing. My email address is: 

gavin@firthpetroleum.com. Your potential piece could range from a paragraph or two with a 

photograph(s) to say three pages of A4 with commensurately more images. Lengthier articles, and 

anything not published in the newsletters if we cease to issue them, will appear in future issues of the 

journal.  

  You could write about: 

 what is the most interesting textile in your possession? If you consider it interesting, others 
will too. 

 have you undertaken an interesting textile-related activity during lockdown?  

 what about that interesting trip you went on? 
 

I look forward to hearing from you. 
 

                     Gavin Strachan, Editor 
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Front cover picture  
This is the main part of The Fitzwilliam Museum's topical adaptation of its The daughters of Sir 

Matthew Decker originally painted by Dutch artist Jan van Meyer in 1718 © The Fitzwilliam 

Museum / FME University of Cambridge. In the adaptation the girls play safely and ensure their 

little doll also follows social distancing measures. The original painting is an oil on canvas, 77.5 x 

66.1 cm, Fitzwilliam accession number 437. 

  Matthew Decker was a wealthy merchant who accumulated a large art collection from 

around the world. The collection was eventually inherited by his grandson Richard FitzWilliam, 7th 

Viscount FitzWilliam, and son of one of the four daughters depicted in Decker’s portrait. Richard 

FitzWilliam’s bequest lead to the foundation of the Fitzwilliam Museum in 1816. 

  Onno Ydema in Carpets and their Datings in Netherlandish Paintings 1540–1700, published 

in 1991, suggests (pp 83-84) that the carpet in the picture is Indian in origin based on ‘the sickle-

shaped ornament in the field’, ‘the typically Indian use of two shades of the same colour side by 

side without separating outline’, and ‘the adornment of the inner guard border, the geometrically 

designed subguard on the field side, and the reciprocal ornament in the outer guard border’. 
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Kimono of three countries 

by Maria Wronska-Friend 

During my visit to Osaka in September 2019 I had the opportunity to meet Mr Shigeo Okajima, the 
CEO of the Okaji kimono company that was set up in 1856. Shigeo is the fourth generation of the 
Okajima family to run the business. For more than a century, the company specialised in the 
production of silk kimonos decorated using the kyo-yuzen method: a resist technique in which motif 
outlines are drawn with a glue-like paste made of rice-flour, lime and water, squeezed from a metal 
nozzle. Once the paste has dried, the dyes are brushed onto the surface of the cloth with the resist 
lines acting as a barrier, so preventing the colours from merging. Kimonos decorated with the kyo-
yuzen technique are famous for their painting-like effects, especially for subdued colours and 
sophisticated colour gradation. 

Similar to other textile art connoisseurs in Japan, the Okajima family has been collecting 
samples of Indian chintz fabrics that, for centuries, have been traded across the world. In Japan 
those fabrics are known as sarasa, in Indonesia as kain sembagi, in Europe, depending upon the 
language, as chintz, Zitz, sits, cyc or indienne. Some of the sarasa motifs – small blossoms, flowering 
vines and stems in regular arrangements – frequently feature in the decoration of the Okaji 
kimonos. 

When he took over the family business Mr Okajima decided to introduce some changes to 
the style of the kimonos. In 1967 he visited Indonesia and was mesmerised by the textile art of the 
country, in particular by Javanese batik – the wax-resist dyeing technique that shares several 

Mr Shigeo Okajima with a selection of Indian chintz fabrics, in Japan known as sarasa. Kyoto 2019.  
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similarities with Japanese yuzen. In 1990 he returned to Indonesia and initiated co-production of 
silk kimonos with Mr Iman of the Iman Batik Art studio in Pekalongan, a city on the northern coast 
of Java.  

 
The process of manufacturing kimono fabrics in two countries is so complex that it usually 

requires at least a dozen people. First of all in Kyoto a piece of cloth – usually a bolt of silk 13 
metres long and 39 cm wide – is cut into eight pieces which are sewn together in a preliminary 
kimono shape. Patterns from the old Indian sarasa fabrics in the Okaji collection are carefully traced 
onto the silk and when the drawing is finished the kimono is taken apart.  

The cloth is rolled up and then sent to the Iman studio in Pekalongan where highly-skilled 
batik workers use a copper-spouted canting to apply molten wax to the contours of the motifs 
drawn in Kyoto. The Indonesians also decorate the background of the cloth with tiny, very detailed 
and precise motifs, which have become a trademark of Javanese batik [see Note 1]. After the wax-
drawing is completed, the cloth is returned to Kyoto where the local yuzen masters use a fine brush 
to paint colours within the confines of the wax-lines. Once done the wax is removed, the cloth is 
washed, and the decorated lengths of silk are carefully stitched together to create the finished 
kimono. 

Each resist type, the rice paste of Japan and the wax of Java, has different qualities [Note 
2]. Rice paste rests on the surface of the cloth and if stronger colours are brushed onto it they may 
bleed outsides the contours. The best results from rice-paste are therefore with light, pastel 
colours. Hot wax, on the other hand, penetrates deeper into the cloth, creating a strong barrier 
that prevents any colour bleeding. So wax-resist dyeing allows the application of more intense and 
saturated colours [Note 3]. 

KIMONO OF THREE COUNTRIES 

The application of wax-resist onto a cloth, batik atelier at Pekalongan, north Java.  
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KIMONO OF THREE COUNTRIES 

Contemporary kimonos 
produced by the Okaji workshop 
reveal the full potential of 
combining the techniques of 
batik and yuzen: their 
decoration is much bolder, with 
stronger and darker colours 
than the delicate hues of 
traditional kyo-yuzen. Another 
distinctive feature is the myriad 
of tiny Javanese patterns – 
scrolls, dots and hatches – that 
light up the coloured 
background and internal fields 
of the motifs, creating inner 
dynamics and movement.  

The Okajima-Iman team specialises in the production of silk kimonos, obi belts and organza 
shawls. However, two years ago, they received a special commission: to create a red-and-white 
kimono that would reflect the colours of the Indonesian flag. It was to be worn by the Indonesian 
placard-bearer at the opening ceremony of the 2020 Olympics. Instead of the usual sarasa-inspired 
patterns, a range of motifs drawn from the culture and natural world of Indonesia have been used: 
figures of shadow theatre wayang, outlines of the Borobudur temple, volcanoes, and even a buffalo 
ploughing the fields. It took more than a year and several visits between Kyoto and Pekalongan to 

  Yuzen dyeing: the colours are painted onto a cloth with a brush, Kyoto. 

Section of a completed kimono, decorated with combined methods of batik and yuzen.  
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complete the project. Let’s hope that we will be able to see this spectacular kimono at the opening 
of the 2020 Olympics in 2021! 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The style of the textile decoration of the Okajima-Iman collaboration is a modern fusion 
from aspects of three textile traditions: the motifs of Indian sarasa, the wax-resist of Indonesian 
batik, and the dyeing method of Japanese yuzen. It is important to remember that several centuries 
ago these three textile traditions were closely allied: both Japanese yuzen and Javanese batik have 
their roots in the chintz textiles traded to their countries, although in both of these the Indian 
method of dyeing has been modified for local use. As a result of the efforts of the Okajima and Iman 
team over the last thirty years, these three textile traditions have converged into the production of 
one cloth, so opening a new chapter in the centuries-old history of Asian textiles.  

 

Note 1. These motifs are known in Central Java as isen-isen, in Pekalongan they are called tanahan. 
 

Note 2. A distinctive wax-resist dyeing technique rokechi was practised in Japan during the Nara period 
(8th century AD) but was later abandoned. It was revived at the beginning of the 20th century as 
roketsuzome, and is currently practised by a significant number of Japanese artists. However, wax-resist 
dyeing is used mainly in the fine arts and only occasionally in kimono decoration. 
 

Note 3. Javanese batik fabrics are usually dyed by full immersion in a dye-bath (celup). The method 
of painting colours on the cloth (coletan), which is similar to yuzen, is only occasionally used, mainly in the 
production of cheaper, multi-coloured batiks on the northern coast of Java or in modern batik-paintings. 

KIMONO OF THREE COUNTRIES 

Kimono to represent the Indonesian team at the 2020 Olympics.  
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Masks from around the world – photographs of a modern necessity 

 

CAMBODIA: A woman in a 

scarf watches workers 

spray disinfectant to curb 

the spread of the 

coronavirus in the slum 

neighbourhood of Stung 

Meanchey in southern 

Phnom Penh. (Heng 

Sinith / Associated Press).  

CHINA: Chinese children wear 

masks and plastic bottles over 

their faces while waiting to 

check into a flight at Beijing 

Capital International Airport. 

(Kevin Frayer / Getty Images). 

KENYA: Fashion designer 

David Avido poses for a 

portrait at his studio in 

Nairobi with a mask he 

made from remnants of 

cloth. (Gordwin Odhiambo / 

AFP via Getty Images). 
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MASKS FROM AROUND THE WORLD 

Druze village ISRAEL: Lobna 

Safadi inside her workshop in 

the Druze village of Majdal 

Shams attaches a matching 

embroidered mask to a 

wedding dress she designed. 

(Jalaa Marey / AFP via Getty 

Images).  

BRITAIN: A surgical mask 

covers a woman’s entire 

face while taking a walk in 

London. (Frank Augstein / 

Associated Press). 

MOROCCO: Abderrahim, a 55-year-old 

street vendor, poses in Rabat wearing a 

mask made of fig leaves. (Mosa’ab 

Elshamy / Associated Press). 
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Sumbanese Lau 

by Elizabeth Friendship 
 

The lau shown in the photograph on the right was bought 
in East Sumba in SE Indonesia on 8 August 1988. We were a 
party of six on a textile study trip. It must have been quite 
early for such trips as I think we were the only tourists and I 
don’t think there were any hotels. We stayed in a Chinese 
guest house where the owner had a magnificent collection 
of local textiles.  

Our scheduled plane from Bali was cancelled so we 
flew to Sumba in a twin-engine otter. The man sitting next 
to me was wearing a hinggi (identical lengths of fabric worn 
round the loins and over the shoulders), a traditional folded 
cloth headdress, and nothing on his feet. The plane stopped 
at Sumbawa to let him off, presumably at the aerodrome as 
there were a few goats, a wooden hut and a wind sock. The 
scheduled plane could not possibly have landed there.  
    I had thought that the people in Sumba would be 
dressed like the man on the plane, but they knew we were 
coming and were wearing their best: modern T-shirts with 
hinggis for the men and lau for the women.   
    I was told that the man who sold me the lau was a 
king and it had belonged to a royal woman. Indeed a 
garment of its quality could only have been worn by 
someone of importance.  
    It is made from two lengths of fabric joined 
horizontally selvedge to selvedge. The raw ends are joined 
with a run and fell seam to form a tube. The upper fabric is 
plain weave with a narrow red and blue border along one 
selvedge which forms the top edge of the lau. The lower 
part is woven with supplementary warp. Both selvedges 
have narrow red and blue borders, and the wider red and blue figurative stripe between the main 
areas is double weave. The main decorative areas have blue and tan dye dabbed on – even in such 
tiny areas as the male figure’s eyes – but the colour does not show on the reverse.  

 

 Sumbanese lau bought in 1988. 

Lau detail front and the back showing that the blue 

and tan dyes have been dabbed onto the front. 
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A SUMBANESE LAU 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

The Sumbanese are relatively short, slender people. The garment is far too long to be a 
skirt, although shorter pieces of this quality are made. The top section measures 65.5cm (25¾") 
selvedge to selvedge; the lower section is slightly wider at 68cm (26¾") giving the lau a total length 
of 133.5cm (52½"). The finished circumference is 122cm (47½"). 

The lau would usually be worn from the armpits with a deep fold to make it fit and the top 
edge rolled down to keep it in place. Servants would have probably turned the top part over a belt 
leaving the breasts uncovered, as seen in the earlier of the two photographs above. 

 
Editor’s note: for more information about these Sumba skirts see the two webpages written by OATG 

members David and Sue Richardson at: http://www.asiantextilestudies.com/pahikung-01.html. 

The Lau’s red and blue bands and the run and fell seam. 

Left  Three Sumbanese women. Left to right:  the dress of the servant, a noblewoman and a commoner. 

Koninklijk Instituut voor de Tropen.  Right  Sumbanese women wearing lau. The Jakarta Post 25 March 2017.   
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An Indo-Portuguese colcha coverlet  

from the Earl of Crawford and Balcarres  

by Gavin Strachan 

A 17th century Indo-Portuguese 
embroidered colcha coverlet belonging 
to the Earl of Crawford and Balcarres 
sold this month at an auction in 
Edinburgh on 4 September for £18,750 
(inclusive of buyer's premium) against 
a conservative estimate of £3,000 - 
£5,000. The colcha was likely to have 
been made, as are similar examples, in 
Satgaon in Bengal. As usual for such 
items, it is worked in yellow tussar silk 
threads chain-stitched onto a pale 
cotton ground. This particular one has 
a central profile portrait of a ruler 
within bands of musicians, hunters, 
boats, fish and animals. It measures 
301 x 249 cm.  

The Portuguese were the first 
Europeans in India, and in the early 
16th century had bases in Cochin and 
Goa trading to Europe. Colchas were 
produced during the mid-16th to the 
mid-17th centuries. Catherine of 
Austria (1507–1578), who married João 
III of Portugal (reigned 1521–1557), is 
recorded as receiving three Bengali 
quilts in 1558.  

 

   A 17th century Indo-Portuguese embroidered colcha coverlet 301 x  

   249 cm belonging to the Earl of Crawford and Balcarres sold this 

   month in Edinburgh for £18,750 inclusive of buyer’s premium. 

Details from one of the 17th century colcha in the Metropolitan 

Museum, New York: no:1975.4,overall size 320 x 272 cm.  

Left  The centre panel features the Judgment of Solomon.  

Above  Successive bands of the border depict a hunt, the 

Labours of Hercules, and the story of Arion. 
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Colchas are yet another example of an exchange of goods and ideas between different 
cultures. They reflect European tastes, but the embroidery techniques are indigenous to Bengal. The 
iconography comprises mythological, Hindu and Christian imagery. European textiles, tapestries and 
prints appear to have influenced their design.  

First used as diplomatic gifts or souvenirs for wealthy travellers, the commercial opportunity 
of selling colchas to Europeans was capitalised on by Portuguese traders, and many were 
commissioned by them for their own domestic market [B Karl, The Narrative Scheme of a Bengal 
Colcha Dating from the Early 17th Century Commissioned by the Portuguese, Textile Society of 
America Symposium Proceedings, 2006, p. 439]. They were also sold into other parts of Europe. 

Tussar silk is naturally yellow-coloured, and grows wild in Eastern India. The tussar silk chain
-stitched onto a cotton ground with a monochrome palette are characteristics of these textiles. 
Similar colchas are in the collections of the Museu Nacional de Arte Antiga, Lisbon (no. 3692 and no. 
3413); the British Museum (2000,1213,0.1); and the Metropolitan Museum of Art, New York 
(1970.173, 1975.4 & 34.104.1), and two details from one of these are shown on the preceding page. 

  Christie’s sold a colcha in its Arts 
of India auction in London on 12 June 
2014 which it described as early 17th 
century. It is similarly made of cotton 
embroidered with tussar silk, and like 
the detail images on the previous page 
of the one belonging to the 
Metropolitan Museum, depicted the 
Judgment of Solomon. Measuring 288 x 
299 cm, it realised £22,500 against an 
estimate of £20,000 - £30,000. 
  An early 17th century colcha, 
measuring 326 by 262 cm, at a 
Sotheby’s auction in London on 9 July 
this year, did not sell. It had an estimate 
of £20,000 - £30,000. However, it bore 
two unidentified, printed, dark brown, 
fine-lined monogram stamps on the 
reverse of the cotton lining, possibly 
from the merchant, shipping agent or 
the maker. One is circular, the other 
square, each enclosing a different 
monogram.  
 

Reading material 

R Crill, 'The earliest survivors? The Indian embroideries at Hardwick Hall', in R. Crill, (ed.),  
Textiles from India: the Global Trade. Calcutta, 2006, pp.245-260. 

J Irwin, 'Indo-Portuguese Embroideries of Bengal', Art and letters. Journal of the Royal India, 
Pakistan and Ceylon Society. Vol. XXVI, No. 2, 1952, pp. 65-73.  

B Karl, The Narrative Scheme of a Bengal Colcha Dating from the Early 17th Century 
Commissioned by the Portuguese, Textile Society of America Symposium Proceedings, 
Lincoln, Nebraska, 2006, pp. 438-448. 

MJ de Mendonca, Embroidered quilts from the Museu Nacional de Arte Antiga Lisboa , 
exhibition catalogue. Kensington Palace, London, 1978, no. 6.  

A Peck (ed), Interwoven Globe, The Worldwide Textile Trade, 1500 -1800, Metropolitan 
Museum of Art, New York, 2013.  

TP Pereira and C Serrano, Indian embroideries for the Portuguese market, end of 16th 
century/beginning of 17th century, The Textile Collection of the Museu Nacional de Arte 
Antiga. Lisbon, 2007. 

AN INDO-PORTUGUESE COLCHA COVERLET  

One of two monogram stamps on the cotton lining, possibly from 

the merchant, shipping agent or the maker, on the early-17th 

century colcha put up for sale by Sotheby’s in July this year. 
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You could be certifiable – a quiz 

by Peter Stone* 

 
By completing the following quiz, you could earn a Baccalaureate of Oriental Rug Expertise. Your 
friends will envy you when you add the coveted letters BORE after your name. Answers are given 
at the end of the quiz. 
 

1. A balisht is a bag most probably woven by the: 

a.  Beloudge 
b.   Baluchi 
c.  Belouge 
d.   Baloochi 

 
2. The most coarsely woven rug is one with a knot density described as: 

a.  90 line 
b.   100 knots per square parsec 
c.  20 reg 
d.   15/10. 
 

3. An acquaintance has just bought an oriental rug for his living room floor and insists that 
you come over to appreciate it. You recognise a late 20th century Pakistani Bokhara. Under 
the circumstances, which of the following comments is most tactful? 

a.  ‘No rug merits greater appreciation’. 
b.   ‘Cherry red is my favourite colour’. 
c.  ‘It’s a shame to cover up that lovely linoleum’. 
d.   ‘Now, that’s what I call a rug’. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

A Bokhara design rug woven in Pakistan. 
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4. Oriental rug studies have their share of myth and fantasy, now exposed by the harsh light 
of contemporary research. Which of the following statements is true? 

a.  Mohtashan was a rug weaver of Kashan. 
b.   Kabistan is a district of the Caucasus. 
c.  Polonaise carpets were woven in Warsaw. 
d.   Senneh rugs are woven with the Ghiordes knot. 

 
5. What is an ‘upside down’ rug? 

a.  A rug so badly worn you can’t tell the front from the back. 
b.   An abstract expressionist rug incorrectly mounted on the wall. 
c.  A rug viewed during Yoga exercises. 
d.   A rug in which the top, by pile direction, is not the same as the top of the design. 

 
6. If you were going to a party and heard that a rug buff had been invited, you should advise 

your host that the only way to save the event from terminal ennui is to invite: 

a.  One insurance salesman 
b.   Two undertakers 
c.  Three economists 
d.   Four clowns. 

 
 
Answers 

1.    You are of course right. It’s a dull person who can’t think up a new way of spelling a word. 
Some writers of rug books exhaust their creativity in this single pursuit, and all these 
spellings are found in the literature. 

2.    b. 100 knots per square parsec. A parsec is 3.26 lightyears or 19.2 trillion miles. Not only is 
this a very low knot density, it’s a very large rug.  

       90 line is a Chinese measurement of knot density. A reg is knots per gereh, about 2 ¾ 
inches in Persia. 15/10 is your visual acuity after counting knots for 15 minutes. 

3.    ‘No rug merits greater appreciation.’ The others lack subtlety. 

4.    d. Senneh pile rugs are woven with the Ghiordes or Turkish knot.  
       Experts are as ambivalent in their belief of Mohtasham as a revered weaver as they are of 

Father Christmas. Kabistan ranks with Shangri La and Erewhon: they are not in the atlas. 
Polonaise carpets were woven in 17th century Persia, although Chopin might well have seen 
one. 

5.    d. 

6.    d. Four clowns. Independent studies show that at most parties it takes four clowns to undo 
the stultifying damage of one rug buff. 

 
Give yourself 20 points for each correct answer. No cheating. If you scored 65 points or more 
award yourself a BORE. If you scored less than 65, cheer up – you could still be the life and soul of 
the party. 
 
 
*Adapted from You Could Be Certifiable reproduced in The Comical Carpet by Peter F. Stone, ISBN 

0-940582-02-3, 1996. In his foreword Peter Stone wrote ‘Despite the urging of friends, I’ve decided 

to publish a collection of my humorous articles. Most of these first appeared in a newsletter I wrote 

while serving as Exalted Grand Panjandrum of the Chicago Rug Society. Others were published in 

the Oriental Rug Review.’ 

YOU COULD BE CERTIFIABLE – A QUIZ 
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Sights of Wonder: Photographs from the 1862 Royal Tour 
 

by Gavin Strachan 
 
In February 1862, Albert Edward, Prince of Wales (1841–1910), later crowned King Edward VII, 
embarked on a four-month visit to what was then considered ‘The East’. The Barber Institute of 
Fine Arts, founded in 1932 and part of the University of Birmingham, has mounted a virtual display 
of the tour photographs and related material which you may find at https://
sightsofwonder.barber.org.uk/  

  As part of his 
broad education as 
heir to the throne, the 
tour was planned by 
his parents before the 
death of Prince Albert 
in December 1861. The 
tour went to Albania, 
Egypt, the Holy Land, 
Lebanon, Syria, 
Constantinople and 
Greece. Its principal 
aim was to educate the 
prince in history, 
religion, politics and 
statesmanship. He was 
accompanied by a 
small group of 
companions, including 
the photographer 
Francis Bedford.  
  For us in 2020, 
the tour and the 
photographs are 
interesting in that they 
show the cultural and 

political significance Victorian Britain attached to these 
areas, then as complex and contested as they are today. In 
1862, much of the region was under the control of the 
Ottoman Empire, centred on Constantinople (modern-day 
Istanbul). The prince met rulers, politicians and other 
notable figures, and travelled in a manner not really 
associated with royalty – by horse and camping in tents. 

Travelling with heavy equipment, Francis Bedford 
(1815–1894) documented the journey photographing the 

 

Francis Bedford (1815–1894), by an unknown photographer. Albumen 

print. © The Wellcome Library (No. 14933i). 

https://sightsofwonder.barber.org.uk/
https://sightsofwonder.barber.org.uk/
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SIGHTS OF WONDER: PHOTOGRAPHS FROM THE 1862 ROYAL TOUR 

architecture, landscape and peoples of the regions visited. He was the first photographer ever to 
accompany a British royal tour. In 1862, when he was asked by Queen Victoria to travel with the 
Prince of Wales, Bedford was an accomplished and respected professional photographer, with two 
earlier royal commissions already completed. He was born in London and initially started working 
as a draughtsman and subsequently as a lithographer, but in 1853 he took up photography. Within 
a few years, he was working as a commercial photographer of landscape and architectural views. 

The Prince bade farewell to his mother at Windsor Castle on 6 February 1862, and the royal 
party finally returned there on 14 June. After the tour, Francis Bedford’s work was displayed in 
what was described as ‘the most important photographic exhibition that has hitherto been placed 
before the public’. Of the 200 or so images he made, 172 were exhibited in the German Gallery in 
London, and the public could purchase copies. Of Bedford’s 200 photographs, eighteen have been 
selected for the online exhibition Sights of Wonder. At the time, the photographs helped shape 
Victorian understanding of the Middle East, and to some confirmed Bedford’s reputation as one of 
the leading photographers of the nineteenth century. The Prince of Wales acquired two complete 
portfolios of the pictures from Bedford.  
     The Royal Yacht Osborne left Venice on 19 February sailing south along the Dalmatian 
coast. A number of calls were made so that the Prince could visit interesting sites, including Split 

The Prince of Wales at Thebes, 18 March 1862 by Jemima Blackburn (1823–1909). Watercolour on paper, 22.7 x 
28.8 cm. Royal Collection Trust. © Her Majesty Queen Elizabeth II 2020. 
  Although the Egyptian government prohibited excavations, the picture records the prince being presented with 
a small mummy from an excavation. Blackburn briefly joined the prince in Egypt and she gave this watercolour to him 
later that year for Christmas. Blackburn was a Scottish painter and a popular artist of the time and illustratied 27 
books particularly of birds. She was well connected: a friend and pupil of John Ruskin and Sir Edwin Landseer, her 
mother was a Clerk of Penicuik and she was the first cousin of James Clerk Maxwell. 
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SIGHTS OF WONDER: PHOTOGRAPHS FROM THE 1862 ROYAL TOUR 

and Dubrovnik in Croatia, Kotor in Montenegro, and Durrës in Albania. The Albanians, shown below 
photographed by Bedford, escorted the royal party ashore at Durrës.  

  Bedford did not take 
many photographs of local 
inhabitants. He did take a few 
group portraits which are 
usually of people who  
provided some service to the 
royal party as an armed guard 
or as servants. However, he 
took no character or informal 
shots such as Bedford’s 
contemporary John Thomson 
did in Asia at this time.      

Notwithstanding Bedford’s lack of informal shots, his photographs do have significance and appeal 
and have good details – see for instance his Fountain of Sultan Selim at the top of the next page.  
Such pictures are particularly impressive given the cumbersome apparatus then in use as well as 
the difficult local conditions.  

Left  Albanian army members at 

Durrës in Albania 22 February 

1862. Albumen print, 20.0 x 23.8 cm 

by Francis Bedford. Royal 

Collection Trust © Her Majesty 

Queen Elizabeth II.  
 

This photograph is not included in 

the online Birmingham exhibition. 

Detail of an intricately embroidered cloth 
from ‘Nabulous [Nablus] Palestinian 
Territories’ probably taken in April 1862. 
Albumen print, 28.6 x 20.6 cm by Francis 
Bedford. Royal Collection Trust © Her 
Majesty Queen Elizabeth II. Unsigned, 
and uncaptioned in the negative. The 
photograph was not part of the Day & 
Son series. This photograph is also not 
included in the Birmingham exhibition. 

Bashi Bazouks, Beyrout [Beirut, Lebanon] probably May 1862. Albumen 
print 20 x 24.9 cm by Francis Bedford. The Bashi Bazouks were 
mercenary soldiers in the Ottoman Army. A group had been employed to 
act as bodyguards to the Prince and his companions as they travelled 
through parts of the Holy Land. The Prince wrote in his journal that they 
were dismissed at Nablus in mid-April, but Bedford photographed these 
men almost a month later in Beirut. The photograph is unsigned and 
undated. It was not released as part of the Day & Son series in 1862, 
and was not included in the Birmingham exhibition. 



 

18 

SIGHTS OF WONDER: PHOTOGRAPHS FROM THE 1862 ROYAL TOUR 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 

Fountain of Sultan Selim [Fountain of Ahmed III], Constantinople (Istanbul), 22 May 1862. 
Albumen print, 23.2 x 28 cm by Francis Bedford. Royal Collection Trust © Her Majesty Queen 
Elizabeth II 2020. The fountain stands at the entrance of the Topkapi Palace. The photograph 
is signed and captioned in the negative 'F Bedford Constantinople'. 

Portrait of ‘Abd al-Qadir, Damascus 30 April 
1862. Albumen print, 23.4 x 17.8 cm by Francis 
Bedford. Royal Collection Trust © Her Majesty 
Queen Elizabeth II 2020. 
 
'Abd al-Qadir 'the Algerian' (1808–1883) was a 
highly-educated Islamic scholar and an Algerian 
religious and military organiser. He became 
known for his leadership in the struggle against 
the French conquest of Algeria from 1830. He 
was captured by the French in 1847 and held in 
France until 1852. In 1855 he went to live in exile 
in Damascus.  
 
In 1860 during the Mount Lebanon civil war he 
protected many Christians at great personal risk 
and helped to quell the massacres. As a result of 
his actions, he was highly commended by 
several European governments. His empathy 
towards people of different religions earned him 
international recognition.  
 
'Abd al-Qadir visited the Prince in Damascus on 
29 April, and the following day he sat for this 
portrait. 
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    However, the satirical periodical Punch mocked Bedford’s photography. In the cartoon 
above, the Sphinx is inanimate, and the caption makes fun of Bedford’s inexperience with 
portraiture. The reviews of the German Gallery exhibition suggest that he was judged to have been 
more successful at capturing the grandeur of architecture than people – he began his career as an 
architectural draughtsman and lithographer, and the majority of photographs that he took on the 
trip are of subjects with which he was most comfortable: buildings, monuments and ruins. 

Front cover of the Day & Son series of 

Bedford’s photographs available for sale 

to the public in 1862. Day & Son are 

described as ‘Lithographers to the 

Queen’. 

Punch, or The London 
Charivari. London, 7 June 
1862 p.230. Royal Collection 
Trust © Her Majesty Queen 
Elizabeth II 2020.  
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The 2019 RL Shep ethnic textiles book award shortlist 

We had a positive response from you about the first OATG Lockdown Newsletter, and particularly 
how useful you found the article about Crafts magazine’s suggested books for reading in these 
strange times. So with that encouragement, here is another list of books of potential interest. 

Given annually to a publication judged as the best book in the field of ethnic textile studies, 
the RL Shep Ethnic Textiles Book Award consists of a cash prize funded in 2000 by an endowment 
established by RL Shep. The purpose of the award is to encourage the study and understanding of 
textile traditions by recognising and rewarding exceptional scholarship. Books are reviewed by the 
RL Shep Award Committee which has selected the following six titles from a total of 23 eligible and 
nominated books. The final award winner will be announced in the Textile Society of America’s TSA 
News in the coming months. The selected books are listed in alphabetical order by author name. 

 
 

Empire of Style: Silk and Fashion in Tang China, BuYun Chen, 
Seattle: University of Washington Press. 272 Pages, 96 colour 
and 23 b&w illustrations and three tables. ISBN 
9780295745305. Hardback. US$ 70. 
  The Award Committee describes the book: Tang dynasty 
(618–907) China hummed with cosmopolitan trends. Its capital 
at Chang’an was the most populous city in the world and was 
connected via the Silk Road with the critical markets and 
thriving cultures of Central Asia and the Middle East. In Empire 
of Style, BuYun Chen reveals a vibrant fashion system that 
emerged through the efforts of Tang artisans, wearers, and 
critics of clothing. Across the empire, elite men and women 
subverted regulations on dress to acquire majestic silks and au 
courant designs, as shifts in economic and social structures gave 
rise to what we now recognise as precursors of a modern 
fashion system: a new consciousness of time, a game of 
imitation and emulation, and a shift in modes of production. 

  This first book on fashion in premodern China is informed by archaeological sources – 
paintings, figurines, and silk artifacts – and textual records such as dynastic annals, poetry, tax 
documents, economic treatises, and sumptuary laws. Tang fashion is shown to have flourished in 
response to a confluence of social, economic, and political changes that brought innovative 
weavers and chic court elites to the forefront of history. 
 

 
Baluchars: The Woven Narrative Silks of Bengal, Jasleen 
Dhamija, New Delhi: Niyogi Books. All colour; 205 photographs 
and eight illustrations, 31.8 x 24.2cm. ISBN 9789386906823. 
£45. 
 
The Award Committee describes the book: The historic Baluchar 
textiles of Bengal are a testament to a unique weaving tradition. 
Composed of the finest silk, these textiles were painstakingly 
woven with intricate figurative and decorative patterns. They 
represent more than just a textile tradition. They are a window 
into the socio-cultural set-up of the eighteenth and nineteenth 
centuries. The transition from Nawabi to colonial rule in Bengal 
has been beautifully captured through these textiles. This richly 

 

https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=6a6e853510&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=6a6e853510&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=f2625f0d04&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=f2625f0d04&e=a7142ae0e7
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illustrated book traces the historical development of Baluchar textiles, especially saris, and the 
position this art form has come to acquire in the twenty-first century. By dissecting the conditions, 
inspirations, materials, techniques and aesthetic qualities of this weaving tradition, this book 
showcases how this art form travelled from Murshidabad to Bishnupur, then to Benares as well as 
to museums around the world. 
 
 

The Persian Carpet Tradition: Six Centuries of Design 
Evolution, PRJ Ford, London: Hali Publications. 340 pages, 
380 colour and 20 b&w illustrations. Hardback. £56. 
 
The Award Committee describes the book: Between 1400 
and 1500 a design revolution in Persia swept away a 2000-
year-old tradition of carpet design, replacing abstract 
geometric patterns with complex floral scrolls dominated 
by a central medallion derived from the Chinese cloud-
collar shape. This revolution represents a major event in 
world art history, comparable to that which occurred at the 
same time in Renaissance Italy. It was followed over the 
next four centuries by a second revolution, during which 
the principal design elements of the first permeated carpet 
production at every level throughout Persia, and continue 
to dominate it to this day. 
 

 
 

The Indian Textile Sourcebook, Avalon Fotheringham, 
London: Thames and Hudson. 400 pages. ISBN 
9780500480427. Flexibound. £35. 
 
The Award Committee describes the book: An invaluable 
sourcebook of Indian textile patterns covering the entire 
region, organised by pattern type and explored by 
technique. 
  Textiles have a long and distinguished history on the 
Indian subcontinent, from the dazzling woven silks worn by 
royalty to the simple block-printed patterns worn 
everywhere. Drawing on the Victoria and Albert Museum’s 
world-class collection, this beautiful and informative book 
features a wide variety of textile designs, techniques and 
colours. 
  The introduction gives an overview of Indian textiles, 
including methods by which they were made and their 
intended uses. The book is divided into three chapters 

defined by pattern style: Floral, Figurative, and Abstract and Geometric. Each comprises an 
introduction to the style’s history, and demonstrates the techniques of structure, surface and 
embellishment patterning. A wealth of cross-referencing by theme and process makes this a 
uniquely useful resource. Over 300 breath-taking and hugely varied designs are examined here in 
detail through close-up shots of the pattern and material alongside images of the reverse of many 
fabrics, demonstrating different weaving techniques so that the reader can see precisely how the 
textile was made. 

 RL SHEP ETHNIC TEXTILES BOOK AWARD SHORTLIST 

https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=44ecdb160a&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=44ecdb160a&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=6d42a2114a&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=6d42a2114a&e=a7142ae0e7
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Overflowing with colour and patterns, The Indian Textile Sourcebook will inspire and inform 
anyone interested in textile design and the decorative arts. 
 
 

A Royal Treasure: The Javanese Batik Collection of King 
Chulalongkorn of Siam, Dale Carolyn Gluckman and 
Sarttarat Muddin (eds.), Bangkok: Queen Sirikit Museum. 
320 pages, over 680 colour illustrations and four maps, 

ISBN 9786168044056. Hardback, 2,800 ฿. 
 
The Award Committee describes the book: On each of his 
three visits to Indonesia, the Thai monarch King 
Chulalongkorn returned home to Siam with pieces of 
handmade batik. Preserved by the Bureau of the Royal 
Household at the Grand palace since 1910, the year the 
king passed away, the collection totals over 300 pieces and 
today provides key documentation of the batik made in 
West and Central Java during the second half of the 19th 

century, with many rare and beautiful pieces from famous ateliers of the day. This exquisite 
collection was presented to the public for the first time at the Queen Sirikit Museum of Textiles in 
Bangkok in November 2018. 

Published to coincide with the exhibition, A Royal Treasure contains a detailed catalogue of 
the collection and is enhanced by rare archival photographs of the king’s travels, the original 
signature notes indicating the name of the pattern and who was allowed to wear it, and the palace 
inventory tags. Lavishly produced, and written and researched by leading experts in the field, this 
book is an important contribution to the field of Indonesian textiles and a visual feast for textile 
lovers worldwide. 
 
 

The Persian Carpet: The Forgotten Years 1722-1872, Hadi 
Maktabi, London: Hali Publications. 304 pages, 180 colour 
and 15 b&w illustrations. Hardback. £66 in UK. 
 
The Award Committee describes the book: This publication 
sets out to investigate a significant yet overlooked era of 
carpet weaving in Iran. The time-span stretches between 
two highly significant dates exactly 150 years apart. 1722, 
marks the downfall of the Safavid dynasty. The second, 
1872, represents the formal start of the modern carpet 
revival, when increased demand attracted European 
attention and changed the industry's structure.  
Prevailing opinion has hitherto been that in-between not 
much happened and that there was an overall decline in 
carpet production. Thankfully that is not the case, 
otherwise this book would not exist. New evidence brings 
to light a period of design evolution, thriving workshops 
and prestigious commissions. Through careful study of 

documentary sources, artworks in different media but first and foremost the hand-knotted rugs 
themselves, the glory of this forgotten age of the Persian carpet is brought to life. 

 
 

RL SHEP ETHNIC TEXTILES BOOK AWARD SHORTLIST 

https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=bff67e4d5c&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=bff67e4d5c&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=bff67e4d5c&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=12e54a2cb7&e=a7142ae0e7
https://textilesociety.us7.list-manage.com/track/click?u=30d3476b27ea311bc3e05a061&id=12e54a2cb7&e=a7142ae0e7
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Previous winners of the RL Shep Award  
(sometimes two awards are made in a year) 

 

2018 Alit Djajasoebrata, Flowers from Universe: Textiles of Java. LM Publishers. 

2017 Forni, Silvia and Doran H. Ross Art, Honour, Ridicule: Fante Asafo Flags from Southern Ghana. 

Royal Ontario Museum and Fowler Museum, UCLA. 

2016 Edwards, Eiluned, Block Printed Textiles of India: Imprints of Culture. Niyogi Books, New Delhi. 

2015 Mackie, Louise W, Symbols of Power: Luxury Textiles from Islamic Lands, 7th – 21st Century. 

Cleveland, OH and New Haven and London: Cleveland Museum of Art and Yale University Press. 

Caldeira, Leah, Christina Hellmich, Adrienne L Kaeppler, Betty Lou Kam, and Roger G Rose, eds. 

Royal Hawaiian Featherwork: Nā Hulu Ali’i. San Francisco and Honolulu: Fine Arts Museums of San 

Francisco and University of Hawaii Press. 

2014 Ralph Isaacs Sazigyo, Burmese Manuscript Binding Tapes: Woven Miniatures of Buddhist Art.  

Silkworm books of Chiang Mai, Thailand. 

2013 Elizabeth Wayland Barber and Barbara Belle Sloan, Resplendent Dress from Southeastern 

Europe: a History in Layers. University of Washington Press. 

2012 Zhao, Feng (Chinese editor) and Deiter Kuhn (English editor), Chinese Silks. Yale University 

Press (New Haven and London) and Foreign Languages Press (Beijing). 

2011 Marchese, Ronald and Marlene Breu, Splendor & Pageantry: Textile Treasures from the 

Armenian Orthodox Churches of Istanbul. Eden, South Dakota: Nettlebury Publications. 

2010 Edited by Ruth Barnes and Mary Hunt Kahlenberg, Five Centuries of Indonesian Textiles, 

Published by DelMonico Books-Prestel. 

2009 Bruce Bourque and Laureen LaBar, Uncommon Threads: Wabanaki Textiles, Clothing and 

Costume, published by the Maine State Museum, Augusta, in association with The University of 

Washington Press, Seattle and London. 

2008 Andrew Morrall and Melinda Watt, English Embroideries ‘Twixt Art and Nature 1500–1700, 

Published in Association with the Bard Graduate Centre for Studies in the Decorative Arts, Design 

and Culture. 

2007 Roy W Hamilton and B Lynne Milgram, Material Choices: Refashioning Bast and Leaf Fibers in 

Asia and the Pacific Los Angeles: The Fowler Museum at UCLA. 

2006 Sherry Rehman and Naheed Jafri, The Kashmiri Shawl, from Jamavar to Paisley Ahmedabad: 

Mapin Publishing Pvt Ltd.. 

2005 David W Fraser and Barbara G Fraser, Mantles of Merit: Chin Textiles from Myanmar, India and 

Bangladesh. Bangkok, Thailand: River Books. 

JCH King, Birgit Pauksztat and Robert Storrie, eds. Arctic Clothing of North America – Alaska, 

Canada, Greenland. Montreal & Kingston, Ithaca: McGill-Queen’s University Press 

2004 Patricia Marks Greenfield, Weaving Generations Together: Evolving Creativity in the Maya of 

Chiapas Santa Fe: School of American Research Press. 

2003 Gillian Green, Traditional Textiles of Cambodia – Cultural Threads and Material Heritage 

Buppha Press, Chicago. 

Janet Catherine Berlo and Patricia Cox Crews, Wild by Design: Two Hundred Years of Innovation and 

Artistry in American Quilts University of Washington Press. 

2002 Monisha Ahmed, Living Fabric: Weaving Among the Nomads of Ladakh Himalaya Orchid Press 

of Bangkok, Thailand. 

2001 Katherine Larson, The Woven Coverlets of Norway. University of Washington Press. 

2000 Nurhan Atasoy, Otag-I Humayun, The Ottoman Imperial Tent Complex MEPA (Medya 

Pazarlama Taskin ve Ticaret, A.S.), Istanbul. 

RL SHEP ETHNIC TEXTILES BOOK AWARD SHORTLIST 
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The Cloth that Changed the World:  
India’s Painted and Printed Cottons – an update 

 

In the last edition of the OATG Lockdown Newsletter published on 28 July 2020, Sarah Fee wrote an 
article on An exhibition interrupted – and restored: The Cloth that Changed the World: India’s 
Painted and Printed Cottons at the Royal Ontario Museum, Toronto.  
    The exhibition is finally opening this Saturday, 12 September. Featuring pieces from the 
Royal Ontario Museum’s own collection, and several important international loans, the exhibition 
explores how over thousands of years Indian artisans created, perfected and were innovators of 
multi-coloured cotton fabrics used as clothes, to honour divinities, and to make palaces and houses 
beautiful. They were the luxury, coveted fabrics of their day. Here are just three of the exhibits. 

Above  Man's military coat (su'a senakut). Made for the Thai 

market. Mordant-dyed and resist-dyed cotton, 18th century, 69 x 

155 cm. ROM983.155.1. 
 

 

 

Left  Woman’s jacket. Made in coastal southeast India for the 

Dutch market and used in Hindeloopen, Friesland. Mordant-dyed 

and resist-dyed cotton, 18th century, 57.8 cm. ROM 962.107.2. 
 

 

 

 

 

Below  Wall or bed hanging (palampore). Made in coastal 

southeast India for the European market. Mordant-dyed and 

resist-dyed cotton tabby with gold leaf, first half of the 18th 

century, 365.6 × 256.4 cm. ROM 934.4.13. 
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Contributors’ biographies 

Elizabeth Friendship was a theatre designer and then started the Department of Theatre 

Design at the Royal Welsh College of Music and Drama. A trip to India sparked numerous visits to 

Asia and a fascination with the dress of ordinary people. Her three books on costume include 

Making Working Women's Costume: Patterns for clothes from the mid-15th to mid-20th centuries 

(2017) and Creating Historical Clothes: Pattern Cutting from Tudor to Victorian Times (2013). 

 

Peter Stone is American and the author of several books including The Oriental Rug Lexicon; 

Tribal and Village Rugs: The Definitive Guide to Design, Pattern & Motif; and Oriental Rug Repair. 

 

Gavin Strachan is editor of OATG’s Asian Textiles and of this newsletter, and is currently 

researching Scandinavian and Balkan textiles – which might explain the picture essay on the next 

page. 

 

Dr Maria Wronska-Friend is an anthropologist and museum curator. Since 1992 she has been 

associated with James Cook University in Cairns, Australia, where currently she is an Adjunct Senior 

Research Fellow. Her research interests include textiles and garments of Southeast Asia, in 

particular batik of Java in a global perspective. She is the author of several books and exhibition 

catalogues, in particular Javanese Batik to the World (Jakarta 2016). 
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   Asian Textiles Editor: Gavin Strachan. Email: gavin@firthpetroleum.com  
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                       Manastir prayer rug late 1800s. Museum of Applied Arts and Sciences, New South Wales. 85/1901.  

Manastir rugs have a fusion of Anatolian and Balkan features. The mihrab and colours are typical of Anatolian village weaving, but 

their simplicity, and the coarseness of the weave, give it a folk-art feel which is sometimes characteristic of Balkan weaving as also 

are the rosettes. The geographic and cultural origin of these rugs has been attributed not only to the Balkans but also to Thrace and 

Anatolia. Historic events are at the core of this uncertainty. During the Ottoman expansion, people from Central Anatolia settled in 

the Ottoman-controlled Balkans, but some returned to Turkey after the decline of the empire in the late 1800s. Rugs were certainly 

woven in the Manastir province of Macedonia, around what is now Bitola, up to the early 1900s, while others were made by Musl ims 

resettling from the Balkans to Anatolia. Older Manastir rugs are therefore thought to be from Macedonia and later ones from Turkey. 

The blend of Christian rosettes and Muslim religious symbols are a testament to the turmoil that characterises Balkan history.  


