E
D
UI

U
E
S
U
M

G
M

EN

WELCOME TO MUSEUM DE SCHAT VAN SIMPELVELD. You are in the former mother house of
the Sisters of the Poor Child Jesus. This congregation was founded in Aachen in 1844 by Clara
Fey. As you walk through the museum, you will
follow the footsteps of Clara Fey and the work
of the Sisters of the Poor Child Jesus.
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INTRODUCTION

Clara Fey was born
on April 11 1815 in
the Bendelstraße. She was the fourth of five children born
into the Fey family. Her father was a weaver by profession.
Born in Eupen, he moved to Aachen later in life. When
Clara was only 5 years old, her father died of a stroke. Her
mother, Katharina Fey, took care of the full upbringing of
her five children. She sent her two sons, Josef and Andreas, to a Latin school in Düren. Her daughters, Constantia,
Clara and Netta, also received a good education. From
1827 Clara and Netta went to the so-called Höhere Töchterschule St. Leonhard. This secondary education was especially for girls. Here they, like their fellow students, were
strongly influenced by the poet Luise Hensel, who worked
there as a teacher. She sparked continued religious enthusiasm among her students, as well as a willingness to
be active in charitable works. Of her 34 students, 19 would
enter a convent. Three of them even founded their own
congregation.
Outside of school, the Fey brothers and sisters also grew
up in a Catholic environment. Their mother gave them
a pronounced sense of responsibility towards the less
fortunate. Clara was a very sensitive child. She looked at
the world with an open mind and was very aware of the
poverty in her city. She lived in a time of industrialization.
Many children from the lower classes of the population
had to perform child labour. They worked in factories for
at least 12 hours every day, and were paid only one tenth
of the usual wages of an adult man for their labour. They
had no chance of education and often had to rely on
themselves while their parents worked in factories for 16
hours a day.
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Clara learned to see the “unguarded” from an early age.
Children’s eyes that seemed to cry for protection, to be a
child and not machine food for an emerging industrial
society. What Clara saw created a restlessness that would
stay with her all her life.
When Clara was 11 years old, she had a memorable
dream. In this dream she walked down Jakobstraße in
Aachen when she was approached by a boy dressed in
rags. She wanted to give him alms, but then he said, “I
have so many poor brothers and sisters in this city, please
take care of them!”
When asked where he lived, he pointed up. And when
Clara Fey asked him for his name, he replied, “I am the
poor child Jesus.” This dream shaped the life of Clara and
was the inspiration for the name of the congregation.
In 1837 Clara and a number of other like-minded women opened a school for the poor. They rented the space,
purchased school supplies, and attracted the poor children with the promise of new clogs, a luxury their parents
usually were not able to afford.
It was hard work. Many children were suspicious and
feral, often unpredictable and crude in their behaviour.
Clara quickly became the centre of the group. From an
early age she had a desire to devote the rest of her life
to religion. The plight and misery of many children in
her hometown prompted Clara Fey not to join an existing
order, but to follow God’s calling and take the uncertain
path of establishing a new religious order.
On February 2, 1844, Clara Fey, Wilhelmine Istas, Leokadia
Startz and Luise Vossen realized their desire to live as re5

ligious in the service of the poor children and in community of property. They wanted to give these children appreciation, recognition, a home, an education and inner
strength through faith.
The community grew rapidly. Applications were received
from many other cities to start branches there as well. In
1872 and 1873, there were already 23 branches with 560
sisters. These sisters took care of 1,500 boarding school
students, 500 children in public orphanages and taught
over 12,000 children at community and primary schools.
In 1871 the so-called Kulturkampf started in Germany.
Chancellor Otto von Bismarck passed several laws restricting or even banning the activities of the Catholic
Church.
Education was placed into the hands of the government
to ensure an open-minded and neutral education. As a
result of this it became prohibited for sisters to teach.
In 1875 Bismarck enacted the Congregations Law, a law
dissolving religious orders in Germany. The orders that
did not want to disband were forced to leave Germany.
This also had consequences for the Sisters of the Poor
Child Jesus. Clara, now 60 years old, remained calm and
trusted in God even during this stormy time. She searched
for a suitable piece of land near Aachen and found this in
Simpelveld, just across the border in the Netherlands.
Clara Fey bought this land. Later, more adjacent plots
of land were donated to the sisters by well-wishers. The
building of the mother house, in which you are standing
now, commenced. As early as 1878, the sisters with chil6

dren and staff started moving to the new mother house.
For many years the large convent building housed between 200 and 300 people.
As you walk through the museum, you will discover a
wealth of talents that the sisters brought to the convent
life, generating money for the children they cared for. The
embroidery, the wax sculptures, the admission of girls to
the boarding house. Everything served to fulfil their task:
to provide a home and education for poor and neglected
children. In 1878 the sisters opened a school for girls from
Simpelveld and surroundings. They received so many
applications, that the sisters were unable to accept all
of them. However in November 70 girls from Simpelveld
started their education in House Loreto. The following
years the sisters opened many more schools and other facilities for children in locations all over The Netherlands,
Belgium and France.
Many young women have followed Clara Fey’s example
and continue to do so today. The Sisters of the Poor Child
Jesus live and work on three continents: in Asia, Latin
America and in Europe. The sisters keep on taking care of
children and ensuring a good education. Because of the
financial situation in these countries, the sisters depend
largely on donations.
In Latvia, the sisters support children of poor families
with school supplies and food. In Columbia, the government has changed its education policy and cancelled
contracts with private schools. Determined to keep the
schools running, the sisters are looking for new ways to
fund this. The sisters in Indonesia are focussed on im7

proving chances for girls. By ensuring a good education
and thus giving them more perspective for the future.
Building a boarding school that would provide stability
and support is part of the sisters’ plans.
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A. HOUSE LORETO

Your tour of the
museum starts in the west wing (left side).
In this first section you get a look into convent life. The first thing you will notice in this
room is the large photograph of the entire
convent building, the outbuildings and the
ornamental and vegetable gardens (7). It is
in stark contrast with the first accommodation of the sisters in Aachen Bendelstraße
that can be seen on the opposite side (2). If
you look closely at the aerial photo, you can
see a railway. This is the Aachen-Maastricht
railway that was opened in 1853. Simpelveld
was the first station across the border with
the Netherlands. It is therefore not surprising that the sisters from Aachen decided to
settle here, close to their roots.
To the left of the window you see a cartoon
(4) from the magazine Kladderadatsch (1875)
that aptly depicts the Kulturkampf: General
Von Bismarck and the Pope face each other
in a game of chess.
The new mother house was named House
Loreto: the convent was dedicated to Mary
as patroness. The banner (3) made by the
sisters themselves shows this dedication.
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In the next room you will get a picture of the personal living space of a sister in this convent. The habit (7)
that the sisters wore is more than a uniform garment.
The shape and colour scheme are not accidental, but
have been deliberately chosen because of their symbolic meaning. The undergarment is black, just like the
Augustinians wear it. The Sisters of the poor Child Jesus
follow the order line of Saint Augustine. The shape of
the habit is derived from the “holy skirt”. This relic is
kept in Trier and is considered the garment that Christ
wore before he was crucified. In 1891, the sisters restored this precious relic.
The sisters wore a white scapular, a shoulder cloth, over
the habit. The colour of this scapular is reminiscent
of the order of the Dominicans and refers to a former
monastery of this order in which the sisters taught for a
while in their early days.
The sisters’ daily lives were characterized by prayer and
work. However, they also had limited free time. In this
spare time there was room for literature and manual
labour. The books they read were of a pious nature and
focussed on religious enrichment. The books you see
here (8) were published by the congregation itself.
Games were also played in the convent. Card games
and dominoes were very popular, but the sisters also
developed their own game (9): a convent variant of the
famous Game of the Goose. Religious virtues like poverty took you further into the game, while bad traits like
curiosity took the player back a few steps. The ultimate
goal, how could it be otherwise, was to reach heaven.
The sisters’ creativity is also reflected in the drawings
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(10) on the wall. They give a rare intimate view into the
normally secluded world within the convent walls.
The memory of the care for education, as performed
by the sisters, is central in the next room. The images speak for themselves and the principles Ordnung,
Fleiss, Gehorsam, Sauberkeit, as you see them on the
chalkboard, were indicative of the pedagogical norms
and values of the sisters. In addition to reading, writing,
math, manual labor and music, religious education was
an important part of the curriculum. With the increase
of state influence in education, curricula were also developed that were suitable for all schools.
The congregation has made an enormous contribution
to the development of primary education. At the beginning of the Kulturkampf, in 1872, 200 sisters worked
as teachers in Germany. With the relocation to the
Netherlands, the sisters had to reorganize. They had to
learn the language and obtain the Dutch teaching qualification in Maastricht. In order to manage the schools
already established in the Netherlands, the sisters
worked together with Dutch teachers from the start. The
photographs you see here give an idea in which way
education was given in the 19th and 20th century.
Leaving the school classroom you enter a special room
for the convent. A room furnished as a bedroom of a girl
who stayed here in the girls’ boarding school. Taking in
poor and abandoned children was the first and most
important task of the sisters of the Poor Child Jesus.
Soon after the founding of the Congregation, Clara Fey
was asked to take care of the education and upbringing
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of children from affluent families. It took a lot of persuasion to persuade her. What convinced her was the
knowledge that the school fees paid for the boarding
school benefited the poor children.
Of one of the girls from the boarding school, some bills
(11) have been preserved. These accounts give us an
interesting insight into the daily life of the girls’ school.
We learn that there was the option of taking piano lessons and dietary requirements were taken into account.
Moreover, we can deduce from this that a full school
year in 1892 cost no less than 400 Reichsmark. This was
more than the average annual salary of a skilled labourer.
Necessary financial policy, a theme of all times to be
able to provide care. This theme is leads us to the next
part of the museum: the embroidery workshop. To get
there, leave the boarding school room, enter the corridor on the left and walk straight into the embroidery
workshop at “b”.
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B. EMBROIDERY

In the early
years of the Congregation, the
convent chapel in Aachen did not
have its own vestments. One of
the sisters, Sister Franziska (Anna
Maria Lauffs), decided as an experiment to produce church robes herself in her (scarce) free
time. She turned out to be a
natural with needle and thread
and soon she was released from
her other duties in order to fully focus on the paraments. Sister
Franziska became the first Stickmeisterin of the workshop, which
would quickly expand in both sisters and students.
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After the vestments for the own chapel were finished,
the production of paraments (a collective name for all
liturgical textiles) continued for other clients. After all,
the sisters could use the added income towards the
care of the poor children. Because of the exceptionally high quality, the sisters’ work was very popular and
orders poured in from all over Europe.
In the display case (1) you can see both a blank chasuble and an embroidered and finished chasuble. A chasuble is a sleeveless outer garment worn by the priest
during mass. The materials that the sisters used came
from Krefeld. But the chasuble itself was entirely made
by the sisters in their workshop. The different pieces of
embroidery were made seperately and later assembled on the chasuble. This had the advantage that it was
easy to remove the embroidery and place it on a new
fabric if the original was worn out. In addition to the
chasubles, you can see two examples of such seperate
embroideries.
In the chest of drawers (2) next to the display case you
will find a collection of ready-to-use applications. These
are all semi-finished products.
Standing in the middle of this room is an embroidery
frame (3), that was used by the sisters. Here you have
the opportunity to view the embroidery up close with
a magnifying glass and make sure that it really is embroidered and not painted. The colours seem to blend
together. Such work required a great deal of study and
talent. One had to have excellent fine motor skills, a lot
of creativity but above all a good dose of patience.
Next to the embroidery frame, you see an old fashioned
sewing machine. All the girls of the boarding school
received sewing lessons. The school also became a
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breeding ground for new girls to work in the parament
workshop. Many of the young women later entered the
Congregation.
During the sewing lessons, the students mainly made
regular clothes. These garments were then given to the
poor children during the holidays.
Hanging on the wall is a certificate (5) and accompanying gold placard from the 1907 handicraft exhibition in
Aachen. The sisters won this award for a special exhibition of Christian art. As can be seen from the certificate,
it was very unusual for such a prize to be won by women. The certificate had to be changed from the male
to the female form. The purpose of the exhibition was
to increase interest in local arts and crafts. Participation
increased brand awareness and was thereby benificial
to the sales market.
As you walk through to the next room, you will notice
that much of the space is taken up by a large drawer
cabinet that contains some necessary attributes to
practice the art of embroidery. Here you can admire the
numerous shades of threads, the needles, the pens and
several applications.
In the second half of the nineteenth century, the ecclesiastical art of the Rhineland was shaped by a historicism that went back to the Middle Ages. The in 1842
commenced work to complete the Cologne Cathedral
determined this development and provided an innovative impulse to the entire West German religious architecture and church furnishings. The sisters followed this
change in style, which meant that they mainly produced
in the Gothic Revival style. They can be seen as pioneers
in historicizing parament embroidery. They were helped
in this by the Aachen priest Franz Bock (1923 - 1899).
He was one of the first art historically oriented textile
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researchers and is considered to be the founder of the
parament reform in Germany. The large book (6) on top
of the sideboard contains inspirational prints of medieval paraments.
You will see various designs (7 and 8) hanging on the
walls that wer used in preparation for the final pieces.
Not only the convent in Simpelveld had a parament
workshop. Ateliers were also opened at other locations in Germany, Austria, Belgium, France and England.
However, the studio in Simpelveld would be the most
productive, with 35 seamstresses and embroiderers at
its peak. The infographic on the wall gives you an overview of the works that the sisters have produced over
the years. There are two cash books in the display case
below the infographic (10). On the open page of the
right book we see an order for the cathedral of Breda,
which ends at the bottom line at 1380 Reichsmark. As
you can see in the infographic, that equates to more
than 4 times the average annual salary of a skilled labourer in 1900.
On the other side of the drawer cabinet, you can see
three types of lithurgic vestments in the display case
(11). The cope on the left is worn by the priest, deacon
or subdeacon during certain ceremonies. The chasuble
in the middle is a sleeveless outer garment that the
priest wears during mass. The model shown here is a
baroque chasuble, also known as a violin case. On the
right is a dalmatic. Unlike the chasuble, it does have
sleeves and is worn only by the deacon.
In the next room, the former apostle hall of the convent,
you will find a collection of different paraments. The
first showcase (13) shows two sets of vestments with
different motifs. From left to right you will first see a
chalice velum, which is used to cover the chalice.
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Next to it a baroque chasuble with accompanying bursa
in which the corporal is kept. A corporal is a white linen
cloth that is placed on the altar. The priest then places
the chalice and the ciborium, containing the sacramental bread, on the corporal. To the right of the bursa is a
stole, which is placed over the shoulder of the priest.
The second set includes a Gothic Revival chasuble. As
you can see, this type of chasuble is much heavier.
If you turn around you will see two examples of design
drawings on the wall (15). These designs were made in
black and white. Sometimes one side was coloured in so
that the embroiderers knew which colours to use. The
design was then traced on a piece of parchment which
would be attached to the fabric to be embroidered.
With a tambour hook one of the sisters would copy the
outline of the design. Finally, the figures were filled in
merely by sight by the most talented seamstresses.
The large painting hanging on the wall shows the birth
of Christ (14). It was painted by Sister Amabilis (Elisabeth Güldenpfennig 1864 - 1945). The neo-baroque
painting exudes tremendous tranquility. Pay special
attention to the kneeling angel who is wearing a colourful dalmatic.
In the next showcase (16) you will see six relatively simple chasubles in different colours. The liturgical colours
all have their own meaning and are only worn on specific occasions.
Pink represents joy amid grief. On the third Sunday of
Advent and on the fourth Sunday of Lent, pink is worn
instead of the usual purple.
Purple is the colour of mourning and penance and is
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worn on days of penance such as Lent and Advent.
Black is worn on days of death.
Red is the colour of love, suffering and sacrifice. The
priest wears this colour on Good Friday, Pentecost and
on holidays of martyrs.
Green is the colour of hope, humility and contemplation. This colour is worn on days when there are no special celebrations.
Finally, we see white. White is, among other things, the
colour of innocence and purity, of faith and of joy. A
white robe is worn at Christmas and Easter, on holidays
in honor of Mary and feasts of saints who are not martyrs.
In the first wall display cabinet (17) you find a selection
of embroidered bursas. Bursa are generally less eleborate in design. When a church community's budget
reached they would order a bursa matching the
chasuble.
In the second cabinet (18) you see a collection of pallas.
A palla is a square cardboard covered with a very fine
embroidered linen. The palla is placed on a chalice. The
previously mentioned chalice velum is then draped over
it. On the bottom shelf there is a chalice on the right
side, which is covered with a chalice velum. A chalice
velum generally matches the chasuble in terms of fabric
and decoration, just like the bursa.
To the left of the chalice is a ciborium with a ciborium
velum on it. A ciborium looks like a chalice, but with a
lid.

18

Back to the clothes. If you look closely at the dark red
set in the display case (19), you will see that it is far
from perfect condition. The sisters also did a lot of
restoration work. Fabrics were never restored. If fabric
was damaged, the embroidered attachments were removed from it and attached to a new cloth.
In the last showcase (20) against the wall you see a sixset that shows the most important scenes from the life
of Mary. From left to right you will see the Annunciation,
the Visitation, the Birth of Jesus, the Adoration of the
Kings, the Presentation of Jesus at the Temple and finally the Finding in the Temple
The congregation no longer has active parament workshops. The workshops were all closed during the twentieth century.
Around 1890 the Jugendstil, or Art Nouveau, emerged
as a new movement in the arts. By 1900 this movement
had already become very popular in many places in Europe and there was also a great demand for Jugendstil
paraments. However, the sisters struggled to find their
niche in this new style. They did make a few attempts,
but quickly went back to the familiar Gothic Revival style in which they excelled.
The fact that they continued to produce in the same
style saturated the market. The demand for their Gothic
Revival paraments fell sharply and the workshops closed their doors one by one. The first studio to be closed
was that of Echternach in 1911. The Simpelveld workshop was the last to close last in 1940, at the start of
the Second World War. This prevented the studio from
being used for production for the National Socialists.
It was reopened after the war, before closing its doors
permanently in 1980.
19

When you leave the apostle hall, walk to the left past
the entrance. Follow the arrows on the floor, around
the chapel and past the museum café, to the east wing
of the building. You will then arrive at part C: the wax
figures.
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C. WAX SCULPTURES

In this room
you will experience that the sisters' creative
talent was not limited to embroidery.

The nativity scene experienced its greatest
heyday during the Baroque period. Initially,
nativity scenes were only set up in churches.
However, in the early decades of the 19th
century, these nativity scenes in churches
went out of fashion. In the second half of
that century, the Sisters of the Poor Child
Jesus revived the popularity of the manger in
the period after secularization.
It was Clara Fey's first teacher, Luise Hensel,
who started this. On November 29, 1829, she
wrote to the befriended poet Clemens Brentano: “I want to fill the few free hours I have
with an enjoyable little work during Advent.
I want to create a Christmas group for our
students. I already have heads for Mary and
Joseph, for a shepherd and a shepherdess
and also for an angel! But the Christ child
will become ugly because you will not find
anything delicate here. ”
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Around 1850 Clara Fey received a wax figurine of the
baby Jesus from her dear friend Franziska Schervier.
One of the other sisters, Sister Petra (Mathilde Schönstedt) was fascinated by this wax sculpture and experimented until she was able to replicate this wax figurine.
She then asked artists to make molds, so that she could
cast figurines for all other branches of the congregation.
Soon the demand for these figurines became so great
that the sisters started a genuine workshop.
Nowadays people also set up nativity scenes in their
houses because Christmas has changed from a purely
religious celebration to a family feast.
When you enter the room you will see a number of
these Christ figurines on the left in the display case (1).
The figurines had different pieces of clothing for special
occasions. These garments were of course also made
by the sisters. In the beginning, the sister mainly fabricated so-called wrap children: figures of which only the
head and arms were actually made of wax and of which
the body was swaddled in cloths. Later the children
would be made completely out of wax. It was not long
before orders also poured in from outside the congregation. Not only for wax Christ children, but also figures
of Joseph and Mary and eventually entire Christmas
groups. In addition to manufacturing paraments, this
created a second home industry. Thousands of sculptures large and small were made by the sisters between
1854 and 1964.
In the second display case (2) you will see all the essentials for making a wax figure. For the head and
22

limbs, a plaster mould was made in the mirror image of
wooden or stoneware models. The wax, composed of
various components, was heated in a bain-marie and
then poured into the mold. After some time, excess
liquid wax was poured out of the mold again to leave
a hollow cast. In contrast to the big figures, the Jesus
children were usually cast solid and then assembled.
After finishing imperfections, the wax heads and limbs
were painted with oil paint. The rest of the body was
made of wood and cardboard, wrapped with linen strips
and slathered with bone glue and champagne chalk.
At the turn of the century (early 20th century), the sisters began to use wooden frames to make the figures
appear less stiff, with the at first only flexible arms but
later also movable legs, so that the figures could be
placed in different positions. One sculpture could thus
be used in different scenes. As a result, starched robes
were no longer suitable and there was a change to supple garments.
A number of wax sculptures are arranged on the pedestals against the partition wall (3). These sculptures,
cast around 1920, are from a monastery of the Sisters of
the Poor Child Jesus in Döbling, Vienna, where they were
displayed every year until 2018.
In display case 6 you see a Kontobuch für Wachsarbeiten (1861-1903). This book provides an overview of the
production and sales of Christ children and Christmas
groups in various sizes. Hanging above the display is an
allegorical depiction of the Nativity (5) by Sister Amabilis. She personally invented the technique of this pain23

ting, which closely resembles that of a fresco.
To the left of the display case you see a Virgin and Child
(8). It is the first wax sculpture of the sisters. Unlike
most later figures, this remains a unique specimen. After all, it was modelled and not cast.
The wax figures were not only appreciated in Germany.
Orders also came from abroad. Religious orders that
had settled outside Europe also liked to choose the
work of the sisters. Not only was demand consistently
high, but wax figures were also delivered to countries
where the sisters were not active at all.
The nativity group (9) that you can admire here in full
glory was made in Simpelveld between 1920 and 1930.
In display case 10 you can see a representation of
Candlemas. The worship of the Feast of the Purification
of the Blessed Virgin Mary, on February 2 has always
played a special role within the congregation of the
Sisters of the Poor Child Jesus. It is the day when Clara
Fey established the order in 1845, and it is also a holiday that focuses on Mary and the infant Jesus. On that
day, candles are traditionally consecrated and a candle
procession is held before mass, hence the name Candlemas. It also symbolizes the light the sisters wanted to
bring to the poor children they took care of.
You leave the wax sculpture room through the door next
to the Candlemas displays and follow the route to the
left. At the end of the corridor, on your right, you will
find the entrance to the Treasury. This part of the mu24

seum contains the masterpieces of the collection: the
most beautiful embroidery works, but also medieval
paintings and sculptures that have become the property
of the congregation over the years.
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D. TREASURY

To the left of the entrance is a small oak panel painting (1) by an unknown
artist from the 15th century. Depicted is Saint Dominic
(1170 - 1221), the founder of the Dominican order. Dominic's mother had a dream in which she saw a small,
black and white dog that set the world on fire with a
torch. This hints at the spiritual fire that the Dominicans
would spread as travelling preachers.
The antependium (2) was made in the sisters' studio
in Döbling near Vienna during the interbellum period.
The light colours, the candles and the texts all refer to
the Easter season. On the left is "Lumen Christi" (Light
of Christ) and on the right "Resurrexit" (he has risen).
Christ wears a red cloak to mark his victory, but surprisingly, his hands show no wounds.
The three sculptures (3) on the right of the antependium represent Saint Catherine, Mary and Saint Barbara
respectively. Catherine of Alexandria and Barbara of
Nicodemia were both intelligent young women who
wanted to preserve their virginity before Christ. They
ultimately had to pay for this ideal, which is depicted
with a closed book, with death. Catherine's sword and
broken wheel symbolize her martyrdom, while Barbara
holds the tower in which she was locked up.
The red three-piece set (4) consists of a dalmatic, a
choir mantle and a chasuble. The dalmatic contains a
medallion with the apostle John.
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The gold chasuble (5) in the display case opposite the red
three-set dates from 1862 and was made by the sisters in
Aachen. A late medieval chasuble from the collection
of Bishop Laurent served as an example. It also bears
resemblance to a 1509 Utrecht chasuble that is kept in
the Schnütgenmuseum in Cologne.
The clasp of the next choir mantle (6) shows the seal of
the congregation. The wide bands, or aurifries, show the
arms of the (arch) dioceses in which the congregation
was active in 1925.

In the next room you can admire a very special set of
four. In 1852, the aforementioned Sister Franziska, the
first Stickmeisterin of the embroidery workshop, received two Dalmatics from the parish church of Greven
from the then bishop of Münster, Dr. Georg Müller. Sister
Franziska was impressed by this and copied the embroidery of these dalmatics.
At the same time she also started embroidering a chasuble (7). She used drawings of a beautiful cloth from
the Burgundian paraments collection of the Order of
the Golden Fleece as an example. This collection is
located in the Kunsthistorisches Museum in Vienna. At
the end of the war between the Duchy of Burgundy and
Austria, this masterpiece designed by Hubert van Eyck
was transferred to Austria as war compensation by the
Burgundian court. The back of the chasuble shows the
transfigured Christ. At his feet lie the disciples, blinded
by the splendor of his glory. Moses and Elias float in the
arms of the cross.
Depicted on the front is the baptism of Jesus. On his
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left is John, who baptizes him. On the right is an angel
holding the robe of Jesus. In the center, the bust of God
floats above stylized clouds, with the Holy Spirit in the
guise of a dove beneath him. A floating angel appears in
each of the arms of the cross.
The whole set is made in the finest embroidery on rich
gold brocade and often set with real pearls. Sister Franziska started this four-piece set in 1852 and worked on
it in her rare spare time. She finished work in 1880, after
28 years. The chasuble and the two dalmatics were worn
for the first time during Andreas Fey's 50th anniversary
as priest.
The triptych (11) was not made by the sisters, but dates
from the second quarter of the 16th century and comes
from Flanders. The main scene is a Pieta, Mary who
mourns the dead body of her son. The left panel shows
Saint Joseph of Arimathea. On the right is Mary Magdalene, recognizable by the ointment jar. The special
composition, in which the figures are shown up to their
waist, means that the viewer is very close to the event.
The work is therefore extremely suitable for personal
devotion and contemplation.
In the next part of the treasury you will find a selection
of liturgical vessels. These chalices, monstrances and
ciboriums have been used by the congregation in their
various convents. They date from 1779 to 1926.
Monstrances are vessels in which a large Host can be
placed and displayed. On very special occasions, the
monstrance is carried in a procession through the city
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or village. Out of respect, the monstrance is never touched, but held with a special cloth, also called velum.
The host that church-goers receive during the celebration of the Eucharist is kept in a ciborium. Ciboriums
and chalices are very similar, except that there is a lid
on a ciborium. Transubstantiation takes place during
Mass. This means that for believers, Christ is in a sense
present in the bread and wine. Because bread and wine
are in direct contact with the ciborium and chalice, the
interior of liturgical vessels is always gilded.
After admiring the liturgical vessels, you will walk by a
selection of chasubles. Number 14 is a remarkable one.
This gold coloured chasuble shows Saint Joseph. Although he played an important role as foster father of
Christ, he is rarely found in the Bible.
Early Christian legends say that Mary was looking for a
groom and all widowers had to report with a staff. Old
Joseph also came, and miraculously his staff began to
blossom. In that way, God made it clear that he was the
elected bridegroom. Hence, Joseph can be seen here
with a flowering branch.
Like Joseph, the sisters also cared for children who were
not their own. The worship of Joseph therefor held an
important place. The advice for anyone who needed
help is written here: “Ite ad Joseph” (Go to Joseph).
It is not known in which year the red mantle (15) was
made. However, the image on the back shield, a pieta,
can be found on at least two other copes. These mantles are known to have been made between 1890 and
1896. So it is very likely that the cope you see here is
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from the same time.
The miracle of the Eucharist has long been an inspiration for artists. On the red chasuble (16) we see a cross
consisting of vines and a wine press. Just as the grapes are pressed into wine, Christ is, as it were, pressed
through his death on the cross. His precious blood is
collected in the chalice at his feet.
The green dalmatic (17) is part of a set of two. On this
dalmatic you see St. Augustine. The other dalmatic of
the set contains an image of Saint Gregory. Both saints
are considered to be church teachers. The writings they
left have a great influence on believers.
The sisters mainly produced liturgical clothing and altar
linen. But incidentally, on request, or on their own initiative, they also made secular objects, including 19
tablecloths. Only one tablecloth (18) has been preserved and you can see that in the next part. It was commissioned by the city of Aachen to offer to Princess
Augusta of Saxe-Weimar-Eisenach. This Prussian woman was married to the Prussian King Wilhelm I. She
personally felt involved in the Congregation and was
in contact with Clara Fey. When the royal couple visited
Aachen in 1865, on the occasion that the Rhineland had
been part of the kingdom of Prussia for 50 years, she
received this tablecloth.
Sharing the same name Saint Clare of Assisi (1193 - 1254)
was a source of inspiration for Clara Fey. Saint Clare (19)
was also the founder of the Order of Saint Clare (commonly referred to today as the Poor Clares ) and the patron saint of seamstresses and embroiderers. This 16th
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century sculpture shows the saint in her order garment
with a monstrance in her hand. Legend has it that she
ended the siege of her city by the Saracens.
Mary is depicted in many guises. In the litany of Loreto
she is also called Sedes Sapientiae (20), seat of wisdom.
This name is used for an enthroned Mary with the Christ
child on her lap and adorned with a crown and scepter.
This walnut sculpture dates from the early 15th century.
This Madonna (22) was originally part of a so-called
Marianum, a hanging sculpture consisting of two Mary
statues placed back to back. This sculpture dates from
1480, but the pedestal was added later. Her slightly
rounded cheeks and chin meet the ideal of beauty that
was common in southern Germany around 1500.
In the last part of the treasury, you see one of the undisputed masterpieces in the museum's collection: an
antependium (26), the design of which is borrowed from
the famous painted altarpiece by the German painter
Stefan Lochner (* 1451). This masterpiece is still located
in Cologne Cathedral. The embroidery is not an exact
copy of the painting. Because of their knowledge of materials and techniques, the sisters knew perfectly which
adaptations would be an improvement in the translation of the painting from oil to fabric.
To the left of the antependium is a carved altarpiece
(23) from around 1520 with the adoration of the kings as
the main representation. The oak figures were individually carved and later assembled, then gilded and painted. The altarpiece is from Antwerp. This can not only be
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seen because of the style, but also in the many hands
that have been struck in the wood as a city hallmark,
such as in the bottom left corner.
Before leaving the treasury, you pass two fragments of
other carved altarpiecesfrom the 15th or 16th century.
The praying Christ on the Mount of Olives (24) among
his sleeping students testifies to exceptional craftsmanship. This is noticeable in the folds, haircuts and
finely elaborated troop of soldiers approaching with Judas Iscariot in the background. The location is clarified
by the garden gate (Gethsemane), the mountain (Mount
of Olives) and the chalice.
A smaller fragment shows the Carrying of the Cross (25).
You are now leaving the treasury. The arrows will lead
you to the former chapel.
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CHAPEL

The entire convent complex was designed by
the German architect Hermann Joseph Hürth (1847 - 1935).
Many of the convents built at the time had a similar floor
plan with a wide facade parallel to the street and a chapel
in the center. The building is dedicated to the mystery of the
Annunciation. Mary is the patron saint of the Congregation.
The name House Loreto also refers to Mary. Legend tells us
the story of how the parental home of Mary was taken from
Nazareth by angels and placed in the Italian city of Loreto after the Crusaders left the holy land in the thirteenth
century. In Simpelveld Loreto House became the new home
of the sisters who were far away from where they originally
came from.
If you look up in the chapel, you will see a simple white
interior with the coloured light shining beautifully through
the glass stained windows. Originally, however, this chapel had a completely different look. In accordance with the
preference of the period, which is also reflected in the paraments, the decoration used to be unmistakably Neo-Gothic.
Nowadays, the original atmosphere can only be seen in the
high altar which was designed by the Roermond sculptor
Thyssen and manufactured in a studio in Venlo.
To the right is a cenotaph, the former grave of Clara Fey.
She was first buried in the cemetery on the hill behind the
convent complex. In 1934, her bones were transferred to the
chapel pending her beatification. Currently her remains are
located in the congregation's chapel in Aachen.
You now leave the chapel on the other side to continue
your way to the first floor. You can take the stairs, but there
is also a small lift next to the reception.

33

E. CLARA FEY

The most important person for the foundation of the Congregation of the Sisters of the Poor Child Jesus
was Clara Fey. Naturally this remarkable
woman shared her ideas with others, and
in turn she was also influenced by others.
One of the biggest influences on Clara's
life was her mother. She provided a good
upbringing for her daughters, both in
education and in personal development.
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Clare's life was also influenced by her teacher Luise
Hensel (1789-1876) (1). Luise Hensel was a poet and an
impressive personality from an early age. She inspired
young girls to follow the path of faith and charity.
One of the men who played an important role in the life
and work of Clara Fey was Monsignor Johannes Theodor
Laurent (1804-1884). In the background of his portrait
(4), painted by Josef Wahl (1875-1951), you can see a
bookcase. This is not accidental, of course, but a reference to his reading on the one hand and to the many
works he wrote himself on the other.
The current library of the museum used to house the
personal library of Mgr. Laurent. You can see one of the
most beautiful examples, a Roman missal (3) on the
other side. Bishop Laurent was appointed Apostolic Vicar of the Vicariate of Luxembourg in 1841. Laurent was
appointed without consultation with the government
and this caused conflict from the start. In 1848 he was
wrongly accused of causing trouble and had to leave
the country. He was retired by Pope Pius IX in 1856. As a
bishop without a diocese, he lived in Aachen for several
years. In 1879 he moved to Simpelveld, where he remained advisor to Clara Fey until his death.
Another driving force was Wilhelm Sartorius (1805
- 1880). As a chaplain of the Saint Foillan church in
Aachen, he was close friends with Clara's brother, Andreas. Sartorius often visited the Fey family. He later
became Clara's confessor and spiritual director. His portrait (5), which was also painted by Josef Wahl, shows
him amid his books.
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In the next room you walk through the former office of
Clara Fey. As General Superior, Clara Fey was the only
sister who had two private rooms available to her. After
her death in 1894, this room was left unchanged in reverence for the founder of the Congregation.
Next you will enter a room that was used as the reception and meeting room of the generalate or general
board. Almost all of the furniture and objects in this
room come from Clara Fey's childhood home. When the
furniture from the family home was transferred to the
convent, it was simplified. The expressive colors that
were common at the time have been removed. The furniture now has a rustic look.
The portraits of Clara Fey (9) and her brother Andreas
(10) hang on either side of the window. To the right of
the portrait of Andreas Fey is a small drawn portrait
of the Fey children (11). On the left is Josef (1805-1881).
Standing in the background is Andreas (1806-1887) and
Clara sits between them. On the right is Netta (18161880), the only one of the children who got married. The
fifth child, Constantia (1808-1830) died at an early age.
Continuing to the next room you will enter the bedroom
of Clara Fey. To the right is a green late 19th century
armchair. This armchair is uncharacteristically comfortable for convent furniture. Clara Fey had always been
in poor health and in later life, she was often limited by
her condition. Such a chair was therefore considered
appropriate for the superior general. It is also the place
where she finally laid her head to rest on May 8, 1894.
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On May 8, 2018, Clara Fey was beatified, a festive culmination of a process that commenced when she died in
1894. This room gives you more information about this
process.
Saints and beati have exemplified faith and have especially succeeded in bringing their faith to life in their
respective times and places. By living a particularly
virtuous life in imitation of Jesus Christ, through a special spiritual power or through death, they have united
with God and faith in their own way. In Christianity it is
not necessary to follow their exact example today. The
paths we take in our lives are far too specific and timebound for this. But they can inspire people to think
about their own path of faith and life.
Beatification can be the preliminary stage of canonization, but it doesn't have to be. Beati are usually not venerated worldwide, but locally or regionally, for example
in a specific place, within a diocese or parish community. That is a restriction that does not apply after a canonization.
The concept of beatification can be misunderstood:
one might think that by beatification the church makes someone beatified or holy. However, that is not the
case. For a person can be holy in a broad sense because
of the way he has led his life in the footsteps of Jesus
Christ and possibly also because of the special circumstances surrounding his death.
However, this person is already blessed and holy after
his death, not specifically through the beatification of
the Church. The church only confirms this by means of
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the beatification.
Four information boards (15) hang on the wall. They
show four steps that can lead to a canonization.
The process starts with the people who worship a certain potential saint. When this happens, the local bishop can begin a beatification process which can take
many years to complete. The official beatification process for Clara Fey started at the end of the 1920s. During
that time, a few people who had known Clara personally
were still alive. They were interviewed for their personal
testimonials. Also, all of Clara's writings were read and
found to be theologically correct. As a result Clara Fey
was appointed “Servus Dei” (servant of God) which is
the first step.
After this, the process was delayed somewhat. This may
be due to the outbreak of World War II and its aftermath. The process was not restarted until the late 1960s.
Clara Fey was declared Venerabilis by the church in 1991.
The path to beatification stars with a miracle. This
miracle needs to be officially recognized by the church,
which is a lengthy process. It would take until May 2018
before Clara Fey was beatified.
The testimonies of the sisters and others who knew
Clara Fey personally, the prayers and answers to prayer,
and the trial documents that led to the beatification,
together form tens of thousands of documents.
The illustarion by Sanne te Loo (1972) depicts the dream
that influenced the life of Clara Fey (17). In this dream an
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11-year-old Clara ran into a poor boy on the Jakobstraße
in Aachen. She wanted to help him, but he replied, "I
have more poor brothers and sisters in this city, please
take care of them."
"Where do you live then?" asked Clara. The boy pointed
up. When asked what his name was, he replied, "I am
the poor child Jesus."
The painted portrait of Clara Fey (18) shows her as a
young woman with a youthful and soft appearance. The
children to her left and right are nieces of Bishop Laurent.
To speed up the beatification of Clara Fey, printing of
prayer cards and prayer books started early. The sculpture of Clara Fey (19) shown here is not unique, but was
made in a small edition as an object of focus for the
sisters.
You have now come to the end of your tour of the museum. You walk back through the hallway to the stairs. At
the bottom of the stairs you are right in front of the exit.
We hope you enjoyed the collection and that the story
of Clara Fey and her fellow sisters inspired you. We look
forward to seeing you again in Museum de Schat van
Simpelveld!

39

Museum de Schat van Simpelveld
Kloosterstraat 68
6369 AE Simpelveld
+31 45-203 1099
Adjusted opening hours
Thursday
Friday		
Saturday
Sunday		

11:00-17:00
11:00-17:00
13:00-17:00
13:00-17:00

Book your visit online: www.deschatvansimpelveld.nl

