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You Can Make
Things Like This

Book covers, cigarette and card
cases, bill folds, purses — you
can make all these and hundreds of other things of
leather, cheaper and better than you can buy them in the
stores and have a lot of fun while doing it. Previous experi-
ence and skill are unnecessary. Anybody can do it. We fur-
nish the leather all cut to shape — all you need to do is as-
semble and decorate it according to our complete patterns and
simple instructions. We supply you with the tools, lacing. and
everything necessary to work with.

We can also supply leather in the whole skin for hospitals
and schools conducting classes in Leathercraft.

Send this advertisement with 25 cents in stamps for the
124-page leathercraft Book which contains descriptions and

instructions on hundreds of things you can make from our
leathers. Address Dept. F-30

Graton & Knight Company

Worcester, Mass.

The Shuttle-Craft
Book of American

Hand-Weaving

THIS book by Mary Meigs Atwater is
designed to give as complete a picture as
possible of this American national popular
art. A short historical account describes the
origins, development, decline, and modern
revival. The technical notes, illustrated
by many photographs of ancient pieces of
weaving and by a large number of diagrams
and threading drafts — give full descriptions
of the characteristic American weaves; not
only of the fairly familiar “four-harness
overshot” weave but also of the mysterious
“double” weave and the beautiful and little-
known “summer and winter” method of
weaving. It gives suggestions by means of
which collectors will be able to judge of the
probable age and origin of an old piece, and
gives for beginners suggestions on the choice
of a loom and detailed directions for warping
and first weaving.

Pricg, $6.50
Orders will be filled promptly by

THE HANDICRAFTER

JAMAICA PLAIN, MASS.

FuLLy ILLUSTRATED

" Burchard

468 19th Street

Send for descriptive circular

AGENTS WANTED

Shuttle Craftt Studios

OAKLAND, CALIF.

367 Euclid Avenue

WEAVING
YARNS + LOOMS

Patentee and Manufacturer of a unique four
harness, hand operated loom, (see cut) that is
practical and easy to operate.

BUILT OF HARDWOOD
WEAVES UP TO 25’/ WIDE .
FLOOR SPACE 29’/ x 327/

WEIGHS LESS THAN 50 POUNDS

Goes thru any ordinary house door, is mechani-
cally correct and weaves fabrics equal to the

product of any LOOM.

We carry a good selection of Bernat Weavrite
yarns. You will find the choice wide and the
prices reasonable. Buying from this stock means
a big time saving to weavers and craftsmen on
the Pacific Coast. Let us be of service to you.
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| Leather Ci"ﬂfl‘ When Looking for
Correspondence Course

That Other Loom!

ILLUSTRATED BY TOOLED AND
COLORED LEATHER SAMPLES

ALSO PATTERN DRAFTS Wi’il‘e us

The text covers leather craft from its
rudiments through the higher stages. It
gives detailed instruction in tooling,
stamping, coloring, and the finishing
of leather pieces.

Also Hillside dyes for leather.

ITS A LANE

Send for circulars

‘I'he HILLSIDE STUDIO Nuttelman Mfg. Co.

(Mrs. Miriam B. Peatce) 209 North Main Street
185 NEWTONVILLE AVE. FLORENCE, MASS.
NEWTON, MASS.
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Editorials

X C

FIFTEENTH-CENTURY Book of Hours,
made for a king, resplendent with jewelled
tones of red, purple, blue, and green, trailing

around the design are intricate traceries like thread-
ings of gold — it is a masterpiece of art and a
worthy commentary on the monarch at whose be-
hest it was illuminated.

But what are the illustrations? There are scenes of
peasants tilling their farm plots beneath the for-
bidding walls of a fortified city, a rural dance in the
village green, grapes being crushed in the wine press
with country men at their work and a gorgeous
autumn landscape for the background. To us these
illuminated pictures are charming depictions of late
medieval life; to the king at whose behest this
book was made they were reminders in fascinating
tones and story pictures of the everyday life in his
thriving land. Many of our histories have pictured
the medieval monarch as an autocrat who looked
at his peasantry as so much scum of the earth; yet
these very men had magnificent art creations like
Books of Hours and Gothic Tapestries ornamented
with depictions of their underlings and considered
the commonplace happenings of contemporary life
worthy of being perpetuated in art objects, which
were often the greatest of their treasures.

Throughout the ages art in all its branches has
been using contemporary life and costuming for
design material. Japanese prints form a wonderfully
composite picture of Nippon; there are Gothic
tapestries which have as their composition wood-
cutters at work, the donning of armor by knights
for a tournament, the excitements of the chase;
Veronese painted the Supper at Emmzus as a
Venetian State Feast; Persians wove gorgeous-cut
velvets with scenes from the hunt and garden
parties as the patterns; French Grandes Dames of the
Louis XVI period had their boudoir tapestries
designed in rural fantasies; New England women
in the Colonial period worked needlework pictures
that show their families, homes, and daily pursuits.
This desire to depict the present has spread to every
art and was only governed by the restrictions that
result from the technical structure and flexibility
of the medium. Such arts as painting, sculpture,
tapestry, embroidery, and pottery are more ame-
nable to variability in design than metal work,
harness weaving, or furniture making which are
confined to line and geometrics.

We admire these creations for they are so charm-
ing and so full of interest; also we find them valu-

able historical and sociological documents, for we
have learned a great deal about the modes of life
in various periods through these picturings. Our
knowledge of Greek furniture is virtually basced on
the representations found on pottery; we have
derived our knowledge of medieval costuming from
illuminated manuscripts, tapestries, and enamels.
In all of these designs we find an element of strange-
ness, for styles have changed in the passing of cen-
turies; but to the artists who made them they were
representations of the commonplace. He found
beauty in his everyday surroundings and handled it
so artistically that his compeers as well as our-
selves gained @sthetic enjoyment from viewing it.

We can do the same. Our civilization, urban life,
sports, and the industries present enough of interest
to transfer to the stitched designs in embroidery,
imprint in the glowing tones of porcelain, or etch
in figured glass. Surely if we consider ourselves
the artistic and creative equals of a Brussels tap-
estry weaver or an Athenian potter and if we deem
our civilization on a par with Sung China or Renais-
sance Italy, then we should be just as willing as
they were to place ourselves in our arts and create
beauty at the same time.

We are casting aspersions on ourselves when we
persist in harking back hundreds of years for a
design fount. It would be interesting to know what
our descendants some centuries from now will think
of this era with its dependence on the past for art.
We should gain more assurance in ourselves and a
confidence that we can translate the commonplace
about us into the design of beautiful art objects.

Let us forget the past and see ourselves. In the
sampler we can insert the aeroplane, an automobile
with sleek lines, the towering cubes in a skyscraper,
and the games of a modern child; the figurings in
pottery can be conceived in the brown adobe houses
and red cliff backgrounds that greet the eye in
New Mexico; etched glass can depict the sinuous
lines of modern femininity bending with the con-
volutions of the shaped glass; and in tapestry or
embroidery, we can show the teeming city, the color
and sparkle in sports. In handling this sort of de-
sign we must not lose sight of the exigencies of art
and we must not sacrifice beauty for faultless
renderings. The camera takes care of exact repro-
duction and the craft worker should not attempt to
make his representations of landscapes or human
figures so realistic that the joy in design is sacri-

(Continued on page 47)
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Marionettes

A HANDICRAFTER'S THEATER

BY MARGARET MONRAD

figures which are moved from above by

strings or from below by means of slender
rods. Closely related to them are the hand
puppets.

When and where was the first marionette made?
No one knows. They have come to us out of the dim
ages of the prehistoric past. When was the first
drama enacted? When the cave man came home

MARIONETTES are puppets or small jointed

from his hunt and, while relating his adventures to
his family, wielded his stone hatchet or climbed a
tree to show how he had escaped the wild boar.
So the marionette play came into existence when
child or man first fashioned a miniature figure or
doll and made it move and talk, imitating those
about him.

Marionettes have been unearthed in age-old
Egyptian tombs. They are often alluded to in the
writings of ancient Grecian philosophers. The old-
est traces of marionettes have been found in India,
where they were used, as elsewhere among ancient
peoples, in religious ceremonies. There is a legend
that the wife of the god Siva made a marionette so
beautiful that he fell in love with it and endowed it

. with life. Many are the quaint old tales about
them and their puppeteers in China and Japan,

Fig. IV — Scene from Marionette Play, Beauty and the Beast

where they still flourish.* Very grotesque but
marvellously intricate and delicate in design are the
flat Javanese marionettes moved by rods below,
used from time immemorial in shadow plays in
connection with religious festivals, a play lasting
sometimes a day and night. Shadows are a very
common form of marionette play in the Orient.
From Persia and over Greece the marionettes ar-
rived in Rome along with other captives of the

Roman Empire, where they became very popular.

They taught biblical tales to the illiterate popu-
lace in the early church until as late as 1550, when
they were driven out from there to the market
place, to keep company with Pulchinella, who
later became Punch and Judy in England. In the
Philosophy Building at Columbia University, there
is a marionette which was used in a Christmas crib
200 years ago in Provence.

From Italy, the European home of the marion-
ettes, they travelled all over Europe — to Germany
and up through France to England. They were
seen by Don Quixote in Spain. Frowned upon by
our early puritanical ancestry, it is only of late that
these quaint little people have dared take up their

* A collection of Chinese marionettes may be seen at the
Natural History Museum of New York City.
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Figs. I-III — Scenes from Marionette Play, Beanty and the Beast
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abode with us in this country except at times in
some out-of-the-way street in the Italian quarter
of New York City. However, out West — unknown
to most of us — marionettes representing the mys-
tic corn maidens, who gave mankind the seed
wherewith to sow, have ground corn between mini-
ature stones for hundreds of years at the great reli-
gious festivals of the Hopi Indians. Marionette birds
and an evi! snake also take part in the ceremony.

Probably the great English artist and scenic de-
signer, Gordon Craig, has done more than any one
else to bring the marionette into its own in the
English-speaking world. Here and there it has
gripped the imaginations of American artists like
Tony Sarg, Remus Bufano, Perry Dilly in the West,
and others whose travelling troupes are the delight
of all childlike souls.

More and more their educational value as a
school project is being recognized. The production
of such a miniature play requires all the activities
of the real stage where the spacial and literary arts
are to be welded into a whole. It opens up to the
creative imagination visions of unlimited beauty.
Libraries are setting up permanent marionette
stages in their children’s departments.

Perhaps the following may be of help to those
who are grappling with the problem of how to
make a marionette.

The simplest for small children to make is the
rag doll marionette. Sew a small longish bag,
rounded at the closed end, of cloth, dyed a flesh
color, about 4”” long when stuffed. Stuff about a
third of its length with cotton for the head; tie a
string tightly several times around it for the neck;
finish stuffing and before closing insert a weight —
for instance, a small hinge, a stone, or some shot
in lower end. (See Fig. I.)

Draw a pattern of the leg a little longer than the
length of head and trunk together. Sew and only
stuff half way up, inserting a small weight in the
heel. Sew a seam at knees crosswise to keep stuffing
in. Attach the open end of the cloth which is left
without stuffing (the thigh) to the hip, making
it about equal in length to the lower leg.

Make the arms in the same way, slightly weight-
ing the hands (which should reach to the middle
of the thigh). For the lower arm, sew and stuff
only half way up and sew a seam crosswise at the
elbow.

Sew worsted on for hair; paint or sew the fea-
tures with colored thread. Then dress the marion-
ette. Directions for stringing are given below.

A larger marionette may be made in the same
way out of a stocking. A small stick or cotton may
be inserted in the upper arms and thighs; but be
sure to leave at least 15"’ pliable cloth without
stuffing at all of the joints.

But a “‘real”” marionette such as may act in more
complicated plays given by older children or pro-
fessionals — how is it made? There are just as
many ways as there are people of ingenuity.

A clay preparation such as PerMoDELLO, which
hardens, has been used for modelling head, lower
arms and legs; but, with the exception of very
small marionettes, it is too heavy and will not
stand much hard usage.

Almost all European marionettes are carved out
of wood. This is a delightful and durable medium,
but it requires quite a little skill. Plastic wood has
been suggested, but—besides being heavy—it
hardens so quickly that it is difficult to manipulate.

Nothing can equal papier-miché in lightness,
durability and ease of handling. Besides it costs
almost nothing.

Fig. V' — Scene from Marionette Play, Beauty and the Beast
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Fig. VI — Jim, the Juggler

Materials for a marionette:
Paper towels or newspapers.
Paste (flour and water boiled).

Wire (stove pipe size).
Screw-eyes (smallest size and some about 15"
diameter).

Soft pine, white wood or basswood, 134" x
2/17 1”7 x1”and 1" x %N‘
Black linen thread or fine fish line.

The play has been decided upon or, better still,
written. You know just what each little actor is
to do and say and what he is to look like. You have
decided upon the size of your actors — somewhere
between 15 and 24 inches.

Then make one as the standard, measuring the
sizes of the rest in the right relation to it. Suppose
it is a villainous pirate and the tallest of the troupe.
Make a drawing of him as large as he is actually to
be, with as correct proportions as possible, unless
you wish a grotesque. If it is a child, make the
head larger in inverse ratio to age. (See Fig. II.)

Head — Cut a piece of copper wire and bend it
at middle, forming a loop; twist it above loop and

measure on drawing the actual size, placing loop
on B and bending ends of wire at A; cut ends off
as in Figure II. Cut another piece; make a small
loop at each end the length of C D; fasten this at
right angles to A B at Z, about one-third below A,
with a piece of wire. Twist strips of newspaper
around the wires at Z until you have a paper ball
somewhat smaller than the size of head; around
this core paste strips of newspaper or paper towel-
ling to keep it in shape. Then cover several sheets
of paper on both sides with paste; tear them up in
small pieces and knead to a plastic mass. A little
powdered clay or plaster of Paris may be added,
but is not necessary. If a smooth surface is desired,
soak the paper over night. Then tear into tiny bits
and crumble it in the water, strain and knead with
paste. With this build up your head just as you
would if working with clay. Be sure to make the
depression under the brow for the eyes, below the
cheek bones and from the chin to the neck. Add on
to the brow and to the cheek bones. Continually
see to it that the loop B comes out just below the
neck and the side loops just above where the ears

Fig. VII — Jim, the Juggler
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should be. Build on to the nose with bits of paper
and paste, pinching and pulling it into the desired
shape. Is hea villain? Add on to it until it is big and
crooked. Is he an ogre? Add still more paper and
paste till it is enormous! Is she a sweet maiden?
Let it remain small. Is she saucy? Give it a tilt
upwards! When you get used to the “feel’’ of your
material, your fingers will deftly fashion fat
matrons, thin spinsters, heroic knights, kings and
queens, Mongolians and Africans, greatly to your
own surprise and delight. Remember that they are
to be seen at a distance,
and always exaggerate
the characteristic quali-
ties, leaving out all un-
fnecessary or unmeaning
details.

When the head is fin-
ished, put it on a radia-
tor, stove shelf, or in
the sun a few days.
When dry, fill in depres-
sions with the finer mass
of papier miché or plas-
tic wood. If it can be
improved upon, cut
away with a knife and
add on where needed.
When dry, paint with
poster paints and var-
nish, or, if with oil
paints, size it first with
whiting and glue. To
get a still smoother sur-
face, give it also a coat
of zinc white before
painting it with oil
paints.

For a wig, use theat-
rical hair, silk, cotton
or woolen yarn dyed the
color wished for, unrav-
elled hemp rope, or real hair,* according to the
character portrayed. Lay out the yarn or hair flat
on a strip of cloth and sew a seam at the middle,
using a sewing machine (Fig. III). Glue the cloth
with the hair to the head, shaping it to fit it.

To make the body, saw off a piece of wood F G
about 34" x 2" for the shoulder piece as long as the
width in the drawing of actual size. Round slightly
at ends. Saw out a V-shaped piece at the center E
for the neck and a small piece at n from under each
shoulder. Then bore two holes a and b in the cen-
ter. Through these pass a wire, first putting it
through the loop at the neck and twisting the ends
together underneath the wood at M.

Cut out a second piece for the hips somewhat

* Obtained at the ten-cent store.

Fig. VIII — Lot and Abrabam for a Biblical Play

natrower than the shoulders, rounding it at the
top. Saw out a piece in the center below at m,
where a hinge or a piece of lead should be screwed
to weight the trunk. Bore holes for wire through
c d and e f. Measure the length of the trunk and
nail a piece of muslin from the shoulder piece to
the hip piece all around the wood so as to make the
trunk the length in your drawing.

For limbs, cut two pieces of wood about 17 x 1"
as long as p q. Bore holes for wire at each end.
Pass wires from these through c d and e {, fastening
the ends together as in
Figure II. This makes a
very flexible joint. Cut
out the lengths of the
upper arm and fasten
with screw-eyes to the
ends of the shoulder-
piece.

The lower arms and
legs may be made in va-
rious ways. The simplest
way is to model them
out of papier miché,
the length of your draw-
ing, weighting them
with a little shot. Drill
a hole at the elbow and
knee when dry, and at-
tach them to upper limbs
by means of a wire joint
as described above.

If you wish to be able
to change the pose of the
hands and fingegs, ghey.
should be madéas fol-
lows: Draw the ‘hand
the desired size on a
board; hammer small
nails in the outline
wherever the direction
is changed. Pass a wire
around these nails (Fig. IV). Lift the wire off.
Twist the ends for arms, measuring on your draw-
ing, leaving a loop at the elbows; wind the agms
with cotton or tape, inserting a small weight at
the wrist; then wind the fingers and arms with
woolen yarn. Unless flesh-colored yarn has been
used, size with glue and whiting and paint. This
hand may be bent into any position desired and
may hold and carry objects.

In case the limbs are to be seen above the elbow
and knee joints, wood is the best medium making a
joint as in Figure V (2). Cloth may also be nailed
around the wood as in (3) for the joint. The prin-
ciple is the same for the elbow (Fig. VD).

The foot may be made flexible by boring a hole

(Continued on page 46)
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Southwestern Arts

PAUL BERNAT

merge in the violent crinklings of the
surrounding mountains; wide spaces van-
ishing in the sky line, hills and obtrusions resting
in a misty green and tan spotted sea of the mesquite,
rabbit bush, greasewood, and cactus with colored
trailings of the
golden vellow
palo verde and
the rosy bloom
ocotillo — that
1s the South-
west, a land of
distances and
rioting color. In
this region two
artistic cul-
tures have fruc-
tified; the art of
the Pueblo In-
dians has been
““discovered,”’
while Spanish
Colonial 1s just
going through
the throes of a
reawakening.
The desire for
artistic expres-
sion is appar-
ently universal;
man has pos-
sessed, since pre-
historic epochs, a fair abundance of leisure time;
he has experienced the lulling palliative of security;
and he is familiar with the play of introspection
and thought’s outward thrustings. Not only does
man want to depict the sun as it registers on the
retina of the eye but also in keeping with his socio-
religious psychology. As Mary R. Coolidge says
in her recent book, ** The Rain-makers,”” — “‘to the
marticulate human spirit design and decoration
seem to be as necessary as food and drink are to
the human body. We can but suppose this need of
beauty was stimulated by the marvelously, fiercely
colored landscape of the Southwest. Just as the
solitary mountain sheep often stand on rocky rim
or promotory to gaze, so the wild Indian must have
come to find pleasure in far, broken horizon, in the

q REGION of arid plains tilted upwards to

““Santos’’ Figurines — Spanish Colonial

play of light and color.”” The animal world has not
been able to reach further than evolutionary
modifications in itself to create beauty; though we
cannot comprehend the processes and connecting
thoughts, we must conclude that the only explana-
tion of brilliant colored feathers on a male bird
contrasted with
the sombre
shades of the
female (she
must think of
inconspicuous-
ness in protect-
ing her young)
signifiesthat
birds have had
the thought
problems of
security and
beauty to con-
tend with. The
human being,
however, has
taught himself
how to mould
worldly mate-
rials to his
imaginativeand
impressioned
convictions.
Cultural
history reveals
that geography,
climate, and the resulting environment exert an
influence on the shaping of a culture. In the South-
west there are tremendous contrasts and nature is
apt to be violent in her moods. The ever-pressing
need is rain so that the crops will be bountiful and
food abundant. The whole landscape shows the
effect of the dearth of rains and the direness of the
storms when they do come. The Pueblo Indians
developed an indigenous culture and in speaking
of this Henry Smith says that the Indians have
found the secret of the adjustment to Southwestern
environment. Journeying through New Mexico
one catches glimpses of the adobe houses in earth
brown color and in severe squatting lines. Man's
handiwork melts into nature’s and one feels a
sense of appropriateness. The Spanish who entered

Courtesy of Frank G. Applegate
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New Mexico during the sixteenth century in a
quest for gold, settling there permanently from the
end of the century onwards, built their culture on
more or less the same lines as the Pueblos and
though they retained many of their European
refinements, the groundings of their arts are
pervaded with a foun-
dation in the Southwest
peculiarities. In the ar-
ticle “"New Mexico
Backgrounds,”” Mr.
Frank G. Applegate
says of these cultures —
“‘Of the two, the Pueblo
Indian culture is the
less comprehensible to
us for there is little
in our own background
to aid us in appreciating
it. The art of the Pueblo
Indian shows an undis-
turbed cultural develop-
ment through long ages
as though it were fin-
ished and the last word
had beensaid. The Span-
ish Colonial art, while
it was executed by a
people of supposedly
higher civilization,
seems in contrast both
culturally and techni-
cally primitive and un-
finished.”” Considering
the handicaps that the
Spanish labored under,
however, their achieve-
ment is remarkable. The
Indian started with
nothing and developed
a restricted but perfect
culture; the Spanish
were thrown into a
new environment and
obliged to reconstruct
their culture to fit the surroundings about them.

The Pueblo Indians do not look on art as one
phase in the life circle; it represents an all-pervading
part to them and consequently is of serious import
in the religious ceremony and in the general con-
duct of their lives. One duty of the women is the
grinding of the corn; this is a laborious task and
to relieve the tedium a man stands by the door
of the room in which the grinding is in process,
playing a fife or singing while the women move the
stones in time to the music and sing together. Not
only do they carry their art thusly into their daily
tasks but also they do not dissociate it from the

-

Cabinet — Spanish Colonial

technical process as we are accustomed to do.
Natalie Curtis relates that when she asked a young
Hopi composer which came first in his song, words
or music, he replied in bewilderment, *'I make a
song, a song is words and music — all comes
together.”

We are accustomed to
look at art from its
aesthetic standpoint;
rhythm in line, harmony
in color, and beauty of
composition are our
criterions; and we have
paid little regard to
esoteric significance.
The art of the Indians,
however, is fundamen-
tally esoteric and based
on the belief that every-
thing in nature has a
spiritual counterpart or
“Katchina which de-
termines its form and
relation to other things.
In maintaining relations
with these spirits the
Pueblos created their
dramatic and other art
forms. The formulation
of elaborate systems of
symbolism has been a
concomitant.

All forms in Indian
art have been worked
and reworked in the
projection of symbolism
— numbered amongst
these are the Eagle or
Thunder-bird, butterfly,
cloud forms, rain, light-
ning, whirlwind, and
water animals. As the
Indian strives to depict
the spirit or Katchina,
his efforts are directed
towards conveying impressions of moving and
completed actions rather than realistic portrayals
of a figment in the march of reality. The Hopi have
been greatly impressed by the bird's power of
flight. To represent this the wing and the feather
were adopted as the best symbol of flight. Indians
impart their concept of spirit not only to the
animate but also to the inanimate and even place
it in their own handiwork. Nanpeyo, a famous
Hopi potter, while firing her wares talks to the
spirits that are dwelling in the shell of the pot and
beseeches them to be complaisant so that the pot
may not be destroyed in their attempt to escape.

Courtesy of Frank G. A pplegate
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Mrs. Stevenson observed in Zuni Pueblos that small
pieces of wafer bread were deposited in bowls *‘so
that the spirit of the vase might be fed with the
spiritual essence of the bread.”

Our lack of comprehension of the spiritual con-
tent in Indian art is the reason why it is so alien to
us and also why we are not able to appreciate the
perfection in their arts. We judge Indian art, dance,
and drama by our standards; they do not conform in
many particulars and consequently we look at them
in adisparaging manner. In his book on the primitive
mind, Levy Bruhl devotes attention to this impor-
tant problem. The West must come to realize that
its scheme of philosophy, its art, and its cultures,
though great, are not necessarily superior to those
of other races and perhaps are unfit for any other
peoples but the white man. Psychological differ-
ences can be so great that almost no grounds of
meeting exist. A willingness to look at things the
way another person does would remove a lot of
the grief that exists in life and enable us to appre-
ciate the universe in its true light. The fact that
Indians conceive of everything as possessing a
Katchina, or spirit, means that a tree, bird, or the
sun has not the same set of components in their
eyes as in ours; as a result they handle these motifs
contrary to our practice and if we are to appreciate
or understand their art, we must delve into its
psychology.

Indian art is symbolic and geometric; yet it
displayed few signs of staleness till the inroads of

BRERN
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commercialism, and has remained as vitalizing
as our arts which are postured in realism. The
necessity of keeping within the bounds of natural
figuration, of selecting realistic color schemes and
line compositions, though offering worlds of design
possibilities, has been just as hampering as con-
finement to symbolic representation on the Indian’s
patt. The Indians have been successful in symbolism,
for they are allowed an interplay of motif and
were not subjected to positive forms. Though the
Thunder-bird is conceived within certain general
lines, every representation of it shows variations;
also in the complicated symbolical compositions,
details could be shifted about to some degree
(except in ceremonies like the sand painting in the
Kiva). If one’s language of signs is voluminous
enough, there is as much play for the artist in
symbolism as in realistic borrowings. In either art
mode, discrimination and innate sense of decorative-
ness can counterbalance the limitations of style
technique.

The interplay of the material world, symbolism,
and a strong decorative impulse have given their
arts a superb character and great sustaining force.
The world of nature has joined with man’s spir-
itual context to create the art form. Strangely
enough Indian art dwells on symmetry, proportion-
ing, and harmony of line and color. The uncer-
tainties inherent in Southwestern climate, the
overpowering juggling of nature apparently re-
acted on the Indian and made him crave exactitude

Courtesy of Frank G. Applegate

Furniture, Spanish Colonial — Blanket and Pottery, Indian
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Courte&y of Frank G. Apﬂegare
Blanker of vegetable dyed handspun wools — Spanish
Colonial

in his arts. Indian symbolism is constructed like
the blazed trail of the woodsman; in blazing a
trail one always makes certain that the oncoming
blaze is within the line of vision at any one mark.
Ignorant of this fact, the tenderfoot may find
himself lost in a maze but the experienced woods-
man can move onwards without hesitating. So
with Indian art, to the inexperienced it may seem
strange and devoid of thought structure, to the
Indian, however, every line has its meaning and he
follows it through from motif to motif, reconstruct-
ing the story as portrayed in the symbolism.
Through the interplay of various factors, the
Pueblo Indians developed extensively but a few
arts. The Southwest is poor in many natural
resources, the Indians were virtually on the bare
subsistence level as a consequence. Because of the
lack of metals and wood, their civilization could
not advance to any great heights and also they were

precluded from the practice of many arts. The
incursions of wandering and fiercely depredating
tribes, like the Apache and Comanche, proved great
handicaps for their flocks of sheep and crops were
often taken in raids and the resulting msecunty
prevented them from improving their lot in a
more permanent way.

In the manual arts, the Indians were proﬁc1enj
m home building, developmg what may be calle

““adobe architecture’’ which not only in style bu
also in construction method is the cheapest anj
most satisfactory for Southwestern conditions,
weaving, basketry, and pottery. Besides these
manual arts they have displayed ability in music
the dance, ceremonial arrangement, the drama, anci
correlated arts like sand painting. Since the advent
of the Spanish and the permeation of American
culture, various other arts have come to the front —
included amongst these are silver work, gesso
painting, and wood working. The Pueblo Indians
evincea receptive mind and, though fostering few
arts for their own needs, they have shown remark-
able ingenuity in assimilating the ideas of others
and have been responsive towards suggestion.
Mary R. Roberts relates a story that reveals their
propensities for improvement; it is as follows —
“Dr. Edgar L. Hewett, of the American School o
Research, while excavating the Pajarito Plateau

oy A/

Courtesy of Frank G. Applegate

Colored Wool Embroidery on Handspun W ool Colcha —
Spanish Colonial
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at Puye, em-
ployed the
Indians of San
Ildefonso. They
became greatly
interested in
the artifacts
found in the
ruins, dis-
cussing them
with the scien-
tists and com-
paring them
with their own
products. Dr.
Hewett sug-
gested to the
women that
they try to

make pottery as fine as the ancient pieces they had
discovered. In spite of the lack at that time of a
profitable market for better wares, they gradually
perfected the polychrome and black styles which
they were making.”

The Pueblos have always shown great originality

Courtesy of The American Heye Foundation
Indian Baskets

in design; it is
common knowl-
edge that most
Indian crafts-
men will not
repeat any pat-
tern no matter
what induce-
ments are of-
fered by the
trader or col-
lector. Though
working with-
out drafts and
though arrang-
ing motifs
through mem-
ory or imagi-
nation, they

are able to execute complicated designs, catry out
the details perfectly, and improvise perpetually. It
is this trait which enables the Indian to live his
art. Every piece is a new problem and neither

his hand nor his brain are mechanized.

(To be continued in next issue)

Courtesy 0jThe American India Heye Foundation

Indian Pottery
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Some Weaves for Upbolstery and
Curtain Fabrics

BY MYRA L. DAVIS

of quality usually finds that upholstery and
curtain materials present difficulties that
are hard to overcome. In both of these types it
is not sufficient that
the fabric be pleasing
in color and graceful
in design; the fabrics
must meet other quali-
fications which are gov-
erned by the uses to
which they are put.
Upholstery goods un-
dergo hard usage, yet
long wear is expected
of them. More particu-
larly they must be
woven so firmly that
the threads will not
pull as the fabric is
stretched over the fur-
niture frame, and also
the weave must be close
enough to prevent the
horsehair used in up- §
holstering from pushing
itself through. Any ex-
perienced decorator ex-
periments with his
fabrics to assure himself
that they meet these
qualifications before he
puts them to use. He
pulls on the fabric to
see if the weave holds
its stability; then he
will look at it through
lighttosee if itis porous.
Curtain materials present another set of problems.
They must be able to break the intensity of light
rather than prevent it from filtering through; and
in their use for decoration graceful draping is
often essential. As sunlight is powerful enough to
fade colors, fast dyeing in the yarns is another
essential that must not be forgotten.
Many weavers, both in this country and abroad,
experiment in these fabrics, and often with

THE weaver who is anxious to make fabrics

# ;;/

Sample No. 2

successful results. The collection offered here is
based on some Danish fabrics woven in the last
few years. A friend of the writer was in Denmark
recently and gathered a group of weavings that
she thought would be
of interest to the Amer-
ican hand weaver. From
the group six were
selected for reproduc-
tion. As there were no
drafts it was necessary
to work out the weaves
through experiment;
some had the appear-
ance of double weaving
or six-harness work, but
good duplicates were
made on the four-har-
ness loom, and they
are presented here. The
yarns, especially the
warps, are a little dif-
ferent than in the origi-
nals. The Danish
weavers use finer counts
than we do, and con-
sequently their warps
are set much closer,
running up to sixty
and eighty threads to
the inch. Not only is
this unnecessary but,
as a matter of fact,
from the opinion of
many people we can
say that the results are
more happy with our
coarser warps spaced
further apart. The patterns come out stronger, yet
the fabrics themselves meet all requirements
of their classes.

Sample No. 1 — This is a pattern for upholstery
fabrics and possesses an unusually simple motif.
As the little squares would become monotonous
in large areas, this fabric should only be used for
footstools, seats of small chairs, and benches.
The sample shown here was worked out with

/,
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Perle No. 20 in gold
as warp, set thirty-six
threads to the inch.
The binder thread is
black Perle No. 20, and
the pattern thread is
black Perle No. 10.
In carrying out this
pattern, color combi-
nations of two or three
shades can be used; but
should there be three
it is advisable to have
two of them close in
hue.

Tabby: 1-4, 2-3. This
is not a perfect tabby,
but is quite all right
for a binder.

Treadling: 12 (1-2),
12 (3-4).

Sample No. 2 — This
is a curtain material with a delightful pattern
and simple but effective border. The weave is
sufficiently open for light to filter through, yet
there is enough body in the fabric so that it will
drape in graceful folds. The sample was carried
out with a warp of Perle No. 20 in gold and weft
of Perle No. 20 in black, and gold for the borders.
The warp is set thirty threads to the inch. Any
color combination can be used in this pattern.

Treadling:

1-3, 2-4, 1-2, 3—4 for 3/8 inch with gold.
12 (1-2, 3-4), 8 (1-3, 2-4), 4 (1-2, 3-4), 4 (1-3,

.j.,,um“mgn-,lerpm] Iy
.y ¥ 3

Sample No. 4

Sample No. 5

Sample No. 1

Sample No. 3
2-4), 4 (1-2, 3-4), 8 (1-3, 2-4), 12 (1-2,
3—4) with black.
1-3, 2-4, 1-2, 3—4 for 3/8 inch with gold.
2 (1-3, 2-4), 2 (1-2, 3-4), 2 (1-3, 2-4) with black.
1-2, 3-4, 1-3, 2-4 for 4 inch with gold.
2(1-3, 2-4), 2 (1-2, 3-4), 2 (1-3, 2-4) with black.
1-2, 3-4, 1-3, 2-4 with gold. This is the center

of the broad band.

Sample No. 3 — Many people have a preference
for upholstery material that has wool yarn in it.
Wools denote luxuriousness and also are soft.
To meet this demand many upholstery fabrics,
especially those of today, are worked out in cottons
as warp with wool as the weft. Of such a type
is Sample No. 3.

The design in this fabric breaks up into large
squares with ziz-zaggy lines of small blocks
enclosed. There is sufficient variety in the compo-
sition of the pattern to make it suitable for all
sorts of upholstery work. The warp is set thirty-
six threads to the inch and consists of Perle No. 20
in gold. The weft is Fabri wool in black.

Treadling: 8 (3-4, 2-1), 4 (2-4, 3-1), 3 (3-4,
2-1), 3 (24, 3-1), 3 (34, 2-1), 3 (24, 3-1),
3 (3-4, 2-1), 4 (2-4, 3-1).

Sample No. 4 — This piece was woven on the
tie-up for sample No. 6, and consists of a plain
tabby weave. The fabric has a firm body and is
suitable for covering small areas where conspicu-
ous or large expanses that are of secondary im-
portance — like the sides and backs of chairs. It
is so substantial that it will wear indefinitely. The
warp is alternate threads of Perle No. 3 in black and
Perle No. 20 in gold. The tabby thread is Perle No.
20 in black. In appearance the fabric is a sweep of
black with the gold spottings through it.
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Sample No. 6

Sample No. 5 — This sample shows an attractive
curtain material that is easy to weave and of
interesting enough character to make it a desirable
hand-loom product. It can be worked out in
mercerized or plain cottons of any color combina-

tion. The sample shown here was woven in a.

20/2 cotton warp of gold color set thirty threads
to the inch; while the weft is 20/2 cotton in red.
The plain areas are in a tabby weave; for the open
stripes the treadling is as follows:

After a 1-3 tabby shot, weave 1-2, then another
1-3 tabby shot. Beat these three shots closely —
leave }% inch space and 2-4, 3-4, 2-4, beat closely,
then continue the plain weaving.

Sample No. 6 — This fabric is the most interesting
of the group in design and structure. The pattern
is pleasing and has a motif so characterful that it
is suitable for any type of furniture; in Colonial
spirit. The photograph shows some of its charm;
in one light it breaks up into stars and squares;
in another there are angular circling forms enclos-
ing rectangular motifs; throughout are lights and
shadows.

In weaving this piece mercerized threads were
used, and the warp was set thirty-six threads to
the inch. The warp consists of alternating threads
of Perle No. 3 in black and Perle No. 20 in gold,
with the first and last thread being Perle No. 3.
For the binder a single end of black Perle No. 20
was used, and for the pattern two ends of Perle
No. 20 were used. To make one repeat, the follow-
ing treadling is used; to continue go back to the
first treadling direction and thus keep on. The
treadling is as follows: 6 (3-4),.3 (2-3), 3 (3-4),

3(2-3),3(34), 3 (2-3), 6 (3-4), 6 (1-4), 6 (1-2),
6(2-3),3(3-4),3(2-3),3(3-4),3(2-3), 3 34,
6 (2-3), 6 (1-2), 6 (1-4).

For many reasons Sample No. 3 is worthy of
special attention. As was mentioned in the opening
words of this article, upholstery fabrics must be
sturdy and non-porous; the texture should be firm
enough not to pull under ordinary strains. In all
cof these respects this fabric holds up admirably.
Severe tests were made with it, and it held up
under all of them.

The secret of its quality lies in the makeup of the
warp. A very heavy thread that is unelastic is
alternated with a fine thread possessing the same
lack of elasticity. The heavy thread supplies
adequate body to the fabric, while the fine one
closes up the pores that would result from two
threads of equal weight being laid side by side. To
achieve this it is necessary to set the warp very
close, considering the yarn used; any 'weaver
realizes that thirty-six threads to the inch in Perle
No. 3 and Perle No. 20 combined is close. This idea
can be utilized with any draft that is suitable for
upholstery, and it is 2 good working basis for
making such fabrics.

Though this piece was worked out in mercerized
cottons, other yarns such as linens, silks, and plain
cottons are suitable. Any choice of color com-
binations is all right.
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Candle Making

BY ELIZABETH J. MICOLEAU

that by melting up odds and ends of dirty,

faded, broken candles, fresh ones could be
made of every variety of lovely shade. It was
attempted first in connection with a Salvage Shop
“Renovating Party,” and it certainly was pure
salvage —no new
materials were used,
and the equipment
was all found in the
house. It was a very
simple process to
start with, although
after numerous rather
exciting experiences,
it evolved somewhat
and did go as far
as occasionally requir-
ing a new candle for
color and later a spe-
cial kind of braided
wicking. There we
stopped, as we felt
that going into it
more scientifically
would add expense
and spoil the fun.

As to the materials
— first collect all your
own old candle ends,
and those of your
friends (who will never use them all for waxing
flatirons). Then find a suitable can. It must be as
deep as the candle is to be long, and it must be as
small around as possible so that too much wax
will not be needed. A “‘Famous Ginger Wafers”
can will make an 8-inch candle; a Peak Treau
“Golden Puffs”’ can will make a 10¥-inch candle;
a can marked ‘‘Tensvelt Nicola, Den Haag, Hol-
land,”’ containing rusks, will make a 12%-inch
candle.

Next you need some sort of a small stick on
which to tie the wick. Wooden knitting needles
have an advantage on account of the knot at the
end. If you wish a large quantity for a possible
party, green bamboo garden sticks are cheap and
attractive. For the wick, you can start by using
that which comes for candlewick embroidery,
braiding it tightly to make a candle that will

IT was an interesting discovery to find, one day,

i
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burn better. Eventually you will feel that you
need a regular braided candle wicking, which is,
unfortunately, difficult to find.

Now in planning for your color — you can
mix your colored candle ends just as you would
paints, so that if you have pieces of red, blue and
yellow candles you
can get any color of
the rainbow; and this
is the most fascinat-
ing part of it all.
You will find that
you can match ab-
solutely anything —
a flower, a vase, the
hangings — so that
you can get very
artistic effects in your
house, and change
these effects at will.
It is, however, the
shades that you get
unexpectedly that
are often the loveliest
and the most
interesting.

After you have de-
cided what color to
start with, begin by
melting the wax. It
is to be melted
directly in the can, put the can in a deep saucepan
of water; this saves the can and keeps the wax
from getting too hot — if it gets to the smoking
point, it is apt to lose its color. The wax will
melt quicker directly in a saucepan and may then
be poured into the can. You will be glad to find
that the dirt and old wicks all sink to the bottom,
leaving the wax fresh and clean.

While the wax is melting, tie an end of wicking
to one of your sticks, measuring the wick by the
can before you cut it off, and allowing about an
inch for the candle to grow as you dip it. If you
want a number of candles exactly alike, start
them at the same time, using a separate stick
for each.

When the wax is entirely melted, start dipping
your wick. After the first dipping, when the wick
has hardened a little, pull it out straight, and
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smooth it with your fingers — if the candle starts
straight and smooth, it will usually continue so
without much shaping. Now dip again; and keep
on dipping. When the candle is as large as you
want it, it is finished — and here is another
advantage of home candle making, any odd size
of candlestick can be fitted.

Practice will show you the manner of clipping
and shaping your candles. You must dip quickly
— or rather, take the wick out of the wax quickly
— or the candle will grow smaller instead of larger,
particularly at the bottom. Wait long enough
between dips — the cooler the candle is the more
wax it will take up. Six is a very good number of
candles to make at once, because by the time the
sixth is dipped, the first will be ready again. Let
the candle thoroughly harden before you take it
off the stick; and if you like the soft, dull finish,
do not handle it any more.

The level of the wax in the can must be about
the same all the time so that the whole of the
candle will be covered at each dipping. A saucepan
of hot wax ready for refilling the can saves time.
If there is not wax enough of the shade you are

using, pour hot water into the can — hot, but not
boiling. Adding boiling water once caused an
eruption that lasted until the can was empty and
all the wax was on the floor. As a side experiment,
add water to white wax in a glass jar. It is very
interesting to see what happens. You will see
why you can add water without spoiling the
candle. You will also see why you have to start
with cleaner wax when planning to add water later.

Be careful to keep the wax entirely melted all
the time; it will spoil the candle if it gets too cool.
If the can sets in a saucepan of hot water while
off the stove, the wax will keep hot longer.

If the color isn’t what you want, change it as
you make your candle; it is the last three or four
coats only that give the final color. This is really
the best way to get the right shade. If you have
plenty of wax and a number of cans, keep the colors
separate and dip from one can to another. You get
the same effect as if the colors were mixed in the
beginning and you do not lose your original shades.

It seems a shame to give too many directions
for candle dipping because the fun is in experi-
menting one’s self. Just try it!

S £ —

Adjustments

BY C. J.

ONE of the many necessary details that go to
make a perfect piece of cloth, the product of
Hand Weaving, is the proper adjustment of the
“tie-up.”’

Slipshod methods and inaccuracy in adjusting the
lamms and treadles result in imperfect harmony of
the working parts, which makes for poor shed of
the warp, making “‘Overshots and Undershots,”
and I need not stress on what that means to the
cloth.

One of the best methods so far discovered by the
writer to obtain the same tension on each treadle
and each tie from the lamms, is to place a rigid
support across the loom underneath the treadles
which will hold them firmly in place at the proper
height and in proper alignment with each other
and at the height they should be left at when the
tying has been completed; do the same thing with
the lamms, using a clamp or rod, but secure them
firmly in line and at the proper height.

Now we are ready to tie; first see that the cords
from the lamms to the heddle frames are all even,
then proceed to tie the lamms to the treadles in

BURCHARD

accordance with “‘tie-up’’ called for in your pat
tern.

Commence this operation by tying the cord
farthest back first; tie this so that when you put
your weight on the treadle it will come down firmly
on the support but still be tight enough so that this
pressure will put a good firm tension on the drop
cord you are tying. Remember your lamms are
rigid and the tension is to be on the cord between
the lamm and the treadle. Proceed in this manner
with each drop that is to be tied to a treadle and
repeat until the drops are all disposed of in their
proper place.

The result of this, when the supports are re-
moved from the lamms and the treadles, will be
very apparent in that the treadles when in a normal
position will hang in perfect alignment, will be
adjusted high enough from the floor to give good
clearance for the shed and, best of all, the heddle
frames which are connected with each treadle will
move to their respective position in perfect order,
with the result that the warp threads thus brought
into action will be in perfect alignment.
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"Bead Iechnique

BY MARJORIE M. FLASHMAN

beads to a consideration of their structural

use in fabric and their decorative application
to the surface of material. In reviewing the historic
processes of
ornamental
beadwork
it would
again ap-
pear that
““there 1is
nothing
new under
the sun!”’
For, as be-
fore stated
at the be-
gining of
this paper,
the ancient
Egyptians
appear not
only to
have sewn
beads up-
on their
clothes
but also to
have used
them struc-
turally to
make netted
overtunics
of gor-
geous blue
and green
faience beads, to enhance their white robes and
to embellish their coffins in death. Ladies of the
Italian Renaissance beaded their netted caps and
yokes with the same technique in similar diamond-
mesh pattern.

To return to an earlier style again, it is evident
from the mosaic wall decorations, such as the
procession of female saints pictured at S. Apollinare
Nuovo in Ravenna, that in the late Eastern-Roman
(Byzantine) period real stones or beads were
sewn to the garments in ornamental border pat-
terns. These were no doubt inspired by the mosaic
patterns and by the Champlevé and Cloisonné

IT is but a step from the actual manufacture of

Beaded Workbasker, Beginning of 18th Century. Munich Museum

enamels which echoed the same splendor of color
used in the architectural ornament as well as in
personal jewels. An example of such use of stones
or beads is shown in the beautiful robes upon
the figure
of Saint
A gnes
which
decorates
the apse of
the church
of her name
outside the
walls of
Rome.

The beau-
ty and rich-
ness of this
Byzantine
color flow-
ers again in
the jewels
and is re-
flected in
the sewed-
on orna-
ments of
the cen-
turies of the
renaissance
in Italy,
France and
England.
A fifteenth-
century
portrait
by Piero della Francesco shows an exquisite cap
patterned with sewed-on seed pearls, from which
depends a charming veil edged with clusters of
beads in trefoil points.

English custom of the Tudor and Elizabethan
period employed quantities of jewels, such as
amethysts, sapphires, pearls, diamonds, rubies
and semi-precious bead ornaments, and sewed
them to every part of the costume, at the neck
line, the belt line, on the sleeves, at.the wrist,
down the front of the skirt, and even on the hats
of the men. Such abundant bead decoration points
to their obvious manufacture in and importation

From Pazaurek — Glasperlin- und Perlen-Arbeiten
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From Pazaurek — Glasperlin- und Perlen-Arbeiten

Necklace of Carved Beads, Renaissance. Vienna Museum

from the ancient bead centers of Southern Europe,
notably Rome, Constantinople and finglly Venice.
Where, at Murano, flourishing glass factories
were established and produced these beads which
came to be so plentifully sprinkled over the
garments of milord and lady, replacing the real
jewels used earlier.

Until the Stuart period in England no extensive
use of tiny beads occurs. This type of beadwork
is contemporary with the curious stump-work
embroidery of the same period, and was sometimes
combined with it to introduce small details.
They were also used to embellish embroidered
panels, caskets, and mirror
frames. Bead baskets were
made by stringing beads on

four and five at a time and caught
down. This was apt to give a ribbed
effect and looked not unlike couching.

Beads were little used in the first
three quarters of the eighteenth cen-
tury. In the latter part, however, of
the eighteenth and the beginning of
the nineteenth century we find knitted,
crocheted, and sewn bags very much
the mode. Patterns were jealously
guarded particularly in the American
Colonies. If a lady had an exceptionally
fine bag pattern she shared it with
her very best friend only.

An extremely amusing incident of
this kind is told of Matilda Emerson
and Ann Green, both very fine needle-
women, also rival candidates for the
affections of the minister of the town
in which they lived. Matilda had a
very beautiful bag pattern which con-
sisted of a funeral willow tree with an
urn beneath it, near a grass-grown grave. This
was to be worked in grays, purples and white on

* a black ground. Matilda, in order to have a

“friend at court,” gave this very appropriate
pattern to the minister’s sister, who kept house
for him. She began to work the bag and presently
found that the beads, strung according to the
directions, did not give the desired effect although
she had followed Matilda’s directions with care.
She was naturally quite put out and so provoked
that she told her brother of the incident, which
inevitably prejudiced him against Matilda. Ann,
the other fine needlewoman, did not prosper from

wire and then twisting these
wires around vertical ones
that had been fastened in
a base at regular intervals.
The shape of the basket de-
pended upon the shape of the
vase and the number of beads
between the vertical wires.!
Purses were knitted from
silk on which the beads had
been strung to form a pattern.
White satin purses patterned
with beads were very much
the vogue. These designs

were sometimes padded to

raise the beads. In the sewn
bags the beads were put on
one by one with a half
cross-stitch, or were laid on

1Lourdain, **English Embroidery.”

From Pazaurek — Glasperlin- und Perlen-Arbeiten

Tray in Beadwork, about 1750. Stuttgart Museum
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From Pazaurek — Glasperlin- und Perlen-Arbeiten

Cap and Two Bags — Modern German Work
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From Pazaurek — Glasperlin- und Perlen-Arbeiten

Bead Necklaces — Modern German Work
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this as might have been expected. She, being a
good New Englander with the proverbial New
England conscience, finally confessed to the
minister that she had mixed Matilda’s directions
for the bag, so that the lack of pattern would
reflect discredit upon Matilda’s skill and spoil her
chance of winning his affections. The minister
being a canny parson scorned both for stooping
to such unworthy ruses and selected another
girl for his wife.!

Many bags of this
period are quite beau-
tiful, although the ma-
jority are inclined to be
realistic in their design.
Two of the bag designs
to come are from this
period (pages 25 and 28).
These are good examples
of the two principle tech-
niques — knitting and
crocheting—employed
at this time.

Most of the modern
commercial bead bags are
made in France and Ger-
many. The French bags
are woven by hand on
a loom the size of the
bag, and the German ones
are made by crocheting
the beads onto a net
foundation on which a
pattern is drawn. These
bags are very fragile.
The German ones rip
very easily, and the warp
threads of the French
ones break from the
weight of the beads. The
most satisfactory ones
are those knitted or
crocheted by hand, as our grandmothers made them.
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Cross-Strrce on CaNvas

Five methods of making bead bags are in use
at the present time. No matter what the weak
point is in each of these techniques, the designs
to be shown in later articles can be executed in all
of the following ways.

The first method consists in sewing beads onto
a piece of cloth or canvas upon which a pattern
has been drawn. This method does not require any
particular skill, and is by far the simplest of all,
each bead being sewn on individually to the cloth
with a very fine needle, No. 11 or 12 preferably.
Buttonhole or lampshade twist is the best thread

1Earle, Alice Morse, *“Two Centuries of Costume in America.”’

00000000006 0060 90D 61

$4490004400

4

From Pazaurek — Glasperlin- und Perlen-Arbeiten

Writing Portfolio, abour 1800. Private Collection

to use. Ordinary sewing silk is too weak and purse
silk is too heavy to give a nice effect. Knotting
of the thread is to be avoided, as it tends to pull
through the cloth and spoil the design. Each bead
is sewn on with what is known as the tent-stitch
or half of a cross-stitch. (See plate No. 3.) Care
must be taken to keep the rows straight if an all-
over pattern is being done on cloth. If working on
cross-stitch canvas, its mesh will keep the work in
even rows. On this canvas
a bead is sewn over
each group of four
threads that form a small
square. (See plate No.
3.) The canvas should
count from eight to ten
meshes to the inch; of
course, the size of the
bead governs the size
of - the canvas used. If
the beads are large the
canvas mesh must be cor-
respondingly large. Some-
times backgrounds are
not filled in one bead
at a time, but with two
to six beads strung on
the needle and fastened
down at one time. This
does not give as smooth
and even a background
as when they are sewn
down one by one. Any
of the patterns can be
carried out in this way
by using a canvas ground
and counting the squares
in the pattern, each square
standing for a bead and
a corresponding mesh of
the canvas.

The next method ex-
plained is in use in most of the commercial bags
as well as for the bead passementerie that comes
by the yard. In this method the pattern is printed
on the fabric to be beaded. Most of the bags are
made on black net if the general effect of color
is to be dark, and on white net if it is to be light.
The design is not limited by the angular form of
material which was true of canvas. This permits
freer the rendering of forms in outline. Stems,
for example, may meander spirally throughout the
design without regard to the horizontal and ver-
tical character of the background.
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The net is stretched in a small frame a little
larger than the bag and fastened securely to the
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edge. Then the beads that have been strung on
linen thread and wound around a spool are ready
to be applied, each color to be used in the bag
being strung separately. The beads are held in the
left hand underneath the frame, always working
from the wrong side. Select the spot that is to be
filled in with a certain color bead and push a
crochet hook (No. 11) through the material on
the edge of the spot of color and catch the thread
that the beads are strung on with the crochet
hook, pull it through the cloth and fasten it
securely. A bead is now held up close to the cloth
and the hook is again pushed through it a bead
length from the end, a loop of the thread being
then pulled up through the cloth. Keep the loop
on the needle; again holding a bead close to the
fabric, push the hook through the cloth, pick up
the thread, pulling it through both the material
and the loop which is on the needle. This operation
is continued until the design is completely out-
lined. Then the center is filled in — the beads may
follow the outline until the whole space is filled,
or they may cross the space in straight rows. The
first method is the best it be followed. After all
the spots of color are in place, the background
may be filled in in any way the worker desires.
(See plate No. 4.)

In beading a simple running pattern the line of
beads follows the outline of the pattern, filling in
the background with beads in rows after the pat-
tern beads are in place. In the case of a design where
two or more colors are used, the thread is fastened
securely at the beginning and end of each color.
One of the disadvantages of this method is that
the work must be done from the wrong side and
without seeing what is being done. Then, too, the
beads are apt to rip off easily if one thread is broken,
since this stitch is nothing more nor less than the
old-fashioned chain-stitch worked through the
cloth instead of into a long string. The following
patterns can be executed in this manner by trans-
ferring them from the paper to the cloth. This can
be done by placing an ordinary transfer carbon paper
under the pattern, between it and the material and
tracing over the pattern with a sharp pointed stick
or pencil. The transfer carbon paper comes in several
different colors, green, blue, red, yellow or white,
and may be purchased at a good stationery store.

MEeTtHOD BY SINGLE CROCHET

The third method of making bead bags is by
crocheting without any foundation material. For
a simple plain bag with no pattern in it, the beads
should be strung on purse silk that matches them.
Sometimes an interesting variation can be secured
by stringing a dark bead on a light thread or a
light bead on a dark thread. The color of the thread
sparkles through in quite a delightful manner.
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To STrING THE BEADS

More than two bunches of beads should not be
strung at one time, as they are very awkward to
handle in any larger quantity. The stringing of
these beads need not be a laborious task. They
can be done very easily and simply in the following
way: Remove the end of one strand of beads from
a bunch, hold the strand in the left hand; take the
end of the purse silk in the right hand and tie the
two ends together so that the purse silk makes a
loop over the end of the thread that the beads are
strung on. (See plate No. 5A.) Then slide the beads
down over this very simple knot onto the purse
silk. If a bead is reached that will not slip over
the knot, break the thread, discard the bead, and
tie another knot. Any bead that will not go over
this knot cannot be strung with a needle.

To Becin THE Bac

When the beads are strung, the bag is started.
Next crochet a chain, any number from 50 to 75,
depending on the size of bag that you wish. This
chain will be the actual width of the bag when
finished, forming the central rib of the bottom of
the bag from which the work is to be done con-
tinuously in one direction, round and round this
central rib, growing from the bottom up the sides
in tubular form without seams. Use a No. 9 steel
crochet hook, keeping the chain very loose. The
average beginner crochets too tightly, and may
have to rip out the work several times before
it is loose enough. So bear in mind that all work is
to be loose and pliable. Now for the first row of
beads, chain one, insert the hook into the last
stitch from the hook, pull through a loop, then
push down a bead close to it, throw the thread
over the hook and pull it through the two loops
that are on it. (See plate No. 6.) This stitch is
commonly known as single crochet or half stitch.
This operation is continued into the next stitch,
pulling up a loop through the chain, pushing down
a bead, then pulling a loop through the two
stitches that are on the hook. Repeat this the full
length of the chain. Put three stitches, with a bead
in each stitch, into the last stitch of the chain,
then turn the work so that the beads are away from
you, and continue down the other side of the
chain. (See plates Nos. 5B and 6.)

Tue Seconp Row

Continue the work in the top of the last row of
single crochet and beads, picking up only one side
if one is broken. Continue around and around the
bag in this way until the desired depth is reached.
Fasten the thread by weaving it back and forth
into the fabric. (See plate No. 6.)
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To StriNnGg MoRE Beaps

This bag will undoubtedly require more than
two bunches of beads, so when the end of the
beads already strung is reached, break the thread
and add more. Join the ends with a hard knot
close to the hook and work them in under the next
stitches. Never trim them close, as that weakens
the fabric of the bag, since silk knots slip loose
easily if cut too short. These plain-colored crochet
bags can be varied in texture and pattern by
omitting beads to form checks or stripes if desired.

To Suit THE Bag FOor A MouUNTING

If the bag is to be mounted with a metal top that
opens from a hinge, a different procedure must be
followed. The bag is started and worked, as
stated before, up to the bottom of the hinge of the
bag top. The problem is now to form openings at
the sides into which the hinge will fit as into
finished sockets. (See plates Nos. 7 and 8.) Without
discontinuing the crocheting round and round,
which keeps the beads on one side of the bag (the
inside so far), turn the bag right side out; locate
the two ends of the original central rib chain, and
from these end beads follow up every row till the
top is reached. This should divide the bag into two
equal parts. Mark these points with a contrasting
colored thread. Start from one thread; work across
in the same way, placing one bead in every stitch

until the thread is reached that marks the halfway
point. Chain 20 stitches loosely, very loosely.
Now take the next stitch in the same way as
before, a single crochet with a bead in the stitch.
This forms a long loop of chain stitches between
two stitches at one edge of the bag. Continue
across the other side of the bag until the other
marker is reached, and chain 20 in the same way
as was done at the opposite edge between the two
stitches. Work across the next side with single
crochet and beads until the stitch before the chain
is reached. Put one single crochet in this stitch
with a bead, and another single crochet in the same
stitch without a bead. This will form an edge to
which you can sew the top when your bag is
finished. (See plate No. 8.) Now chain 20 after
this stitch. Skip the chain of the row below
entirely. Nothing is to be done with any of the
chains that occur in each row until the bag is
entirely finished. Put one single crochet without a
bead into the next stitch at the end of the chain of
the row below. Into the same stitch put another
single crochet with a bead, and continue across
the side with a bead in each single crochet. Repeat
this at the other edge. These two chains are made in
every row until the depth of the slit is equal to the
depth of the top. Finish off with a row of single
crochet and fasten the thread. To open up the side
(Continued on page 44)
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Gauze Weaving

BY ROBERT F. HEARTZ

Copyright 1930

E have read much in recent magazine
i -x / articles about the use of the “‘lowly dish
cloth” to beautify our homes. We, who
have looms, may also
weave it, as it is a plain
gauze weave, and can —

plain weaving. On the next shed, those ends that
were raised are again raised, but, on the other
side of the ends in the down shed. This twisting
is controlled by the
two front harnesses,

called ‘“‘the doup” and

be woven on a four- V] e o “standard’’ heddle
harness loom. To do o - g frames, and in the move-
this, one need not make o - ment of these heddle
any great outlay for by % S frames is the secret of
additional changes and 3 5 -y, s gauze weaving. The
equipment, as only a Py . - type of loom equipped
bar, known as a slack- o c & with rollers can be used,
ener, and some doup 'S but one equipped with
heddles are needed. *! e : jacks or levers will
These can easily be made Son 2 o) prove so much more
at home. N it At satisfactory that it
The gauze weave is }iﬁ ,c & would be worth while
a plain type of weave, i i to make the change
and the hand-woven ! fo -y, if one is planning to
product has this ad- o ‘ & weave much of the
vantage over the “‘dish N o~ A material.
cloth material’” in that :j & o
it can be much more ) Y - Dours AND STANDARD
firmly woven and has o e . A doup heddle is a
more body to it. It 2 string heddle, one half
is the strongest and e e 1 the length of the ordi-
most durable weave b = & nary heddle, which
known. Gauze weaving .L'é e 3 should be of wire or
was known to the prim- Rrisie O .- flat steel. The doup
itive races, and there X HLhy, ‘ (J heddle should be made
are several of their crude 1y i WMo ) long enough so that,
looms in existence to- ‘ ' when fastened to the
day that are threaded lower bar of the first
for this weave. It forms or doup harness frame,
an important class of Fig. 1 — Table runner with cross-stitch embroidery. the loop will be long

modern commercial
fabrics, some of the
most common ones being marquisette, cable net,
Madras muslin, mosquito netting, grenadine,
bolting cloth, etc., and, because of its durability,
foundation fabric for automobile tires.

The first project in this weave should be simple.
After the basic principles are understood, many
other possibilities offer themselves.

The gauze can be woven on a four-harness loom
using (2) treadles. It is so drawn in the heddles
that, on one shed, every other end is raised, as in

Gauzge weave

enough to go through
the eye of the standard
heddle, on the second frame, when both frames
are level (Figs. 2 and 3). The doup should be made
of hard, twisted or braided fishing line, but
must also be very flexible.

SerTiNnG Up

For weaving coarse materials, regular carpet
warp may be used; set (12) ends to the inch.
The weft should be slightly heavier than the
warp. The end of the warp should then be drawn
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Fig. 2 — Table runner stencilled in color and outlines
stitched. Gauge weave

through the two back harnesses in regular order
for plain weaving, that is, 4; 3; 4; 3, etc. The
harness frames are here called ‘“‘back” (4);
“ground”’ (s); “‘standard” (2); “‘doup’” (1).

The second or standard frame should be equipped
with the same number of heddles, as the back
frame and the first or doup frame should have an
equal number of doups.

After all of the ends have been drawn through
the two back frames, beginning again at the left,
we are ready to draw in on the standard and the
doup heddles. A doup heddle is put on the doup
frame and the loop is carried through the eye of
the standard heddle, being drawn through to the
left. The fourth or back end is drawn through the
loop thus made, and the third or ground end is
drawn to the left of the standard heddle and above
the back and douping end (Figs. 2 and 3). The two
ends are drawn together through the same dent
in the reed. The next two ends (4 and 3) are drawn
through in like manner and so on, for the remainder
of the warp. Every other dent of the reed is skipped,
otherwise all the warp should be crowded to one
side of the loom. There should be a selvage of
about six ends on either edge of fabric and these
should be drawn 4-2; 4-2; 4-2.

Tie Up AND SLACKENER

Frames 1 and 4 should be tied to the left or
No. 1 treadle and frames 1 and 2 should be tied
to No. 2 treadle.

Before tying up the warp, an appliance called a
slackener must be put in place. It consists of a
round rod or lease stick. (A broomstick will do.)
It is used to take up the slack caused by the irregu-
lar shed of this type of weaving. To insert, the
fourth frame is raised and the rod passed through
the shed thus made at the rear of the harnesses
(selvage ends excepted). A cord is tied to the center
of the rod and is passed through a pulley fastened
in the center of the top beam of the loom. The
loose end of the cord is dropped straight down
and tied to No. 1 treadle. The adjustment of the
slackener is governed by the individual loom,
but, at the beginning, may be set about six inches
above the center line of the warp.

The slackener should be balanced at the center,
otherwise it will move unevenly and cause an
uneven shed. A loose cord may be attached to
either end of the slackener and tied to the back

Fig. 3 — Rug, worked in yarns on gauze weave base
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beam, drawing the slackener back
about five inches. They should not,
however, interfere with the raising
and lowering of the rod itself.

After the warp is drawn, the
harnesses tied up, and the slack-
ener in place, the warp tieup should
be made, but not before. Treadle
No. 1 is held down and the warp
tied to the front apron, completing
the preparations for weaving.

Tue WEAVING

In the harness tieup, it will be
noticed that the third harness is
not tied up at all, and it follows
that the ground ends are always
down. The fourth harness is tied
to both treadles, and it follows
that the back ends are always
raised. Since this is so, some
method must be devised of twist-
ing the ends by raising the back
ends first on the left and then on
the right of the ground ends.

So we come to the principles of
gauze weaving. On the first shed
of the gauze weave, frames 1 and
4 are raised, causing the back ends
to be raised on the left of the
ground ends (Figs. 4 and 1A). On
the second shed, frames 1 and 2
are raised, and the doup heddle
pulls the back ends under the
ground ends, and the two frames
working together raise the back
ends to the right of ground ends

ATl Nl L
WZr

Fig. 4 — Specimen of plain gauze weave

i

Fig.6— Bagand Pillow Top—
worked in yarns on gauze weave
base

(Figs. 5 and 1B). This makes the
twist that holds the filler in place.

It should also be noted that on
the second shed the slackener is
lowered and allows the extra play
necessary for the back ends to be
drawn under and up, without
causing any undue strain on the
warp.

Since the third frame is always
down, it is well to fasten it so,
making certain of an excellent shed.

Care must be exercised in weav-
ing not to pull in on the tabby or
filling thread, as there is consider-
able takeup of filling in beating,
which will tend to pull in the
selvage edges. After the shuttle
has passed through the open shed,
the filling should be loosened and
laid at a diagonal position from
the fell of the woven cloth to the
reed. Then, in beating up, this
slack works toward the tight edge,
and does not cause it to pull in.

If the materials suggested are
used, a fabric similar to dish cloth
will result. The weave may be
varied by weaving about two
inches plain; 4-2; 4-2; then two
inches of gauze, and so on. The
striped fabric resulting is suitable
for table runners with small figures
or border designs. Another novelty
effect may be had by drawing
some of the doups through to the

(Continued on page 44)

Fig. 5 — Specimen of figured gauze weave
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Stories of Old “Baskets

BY ELLA SHANNON BOWLES

UCKED away under

I the eves of old garrets,
redolent with the
ghostly fragrance of bunches

of dried tansy, sage, thyme,
marjoram, pennyroyal and

savory, baskets used in the many activities of

early American home life are awaiting the hands
of the arts and crafts worker and the antiquarian,
for the collecting of examples of old-time baskets
is quite an
unexplored
field.

Such a gar-
ret in a New
Hampshire
homestead,
to which a
daughter of
the family
has fallen
heir, is a
gold mine for
collectors
who are in-
terested in
the customs
of the past
and whowish
to begin the
study of the
historical
and artistic
significance
of the homely
handicrafts practised by our forefathers.

“I have one of those rare houses now that has
not been vandalized by antique-hunters,” the
owner of the homestead, who knew of my interest
in baskets, whimsically told me, “‘and it is filled
with antiques. I should presume that I have more
than fifty old baskets in my possession, all the
way from knitting-baskets to those holding
cheese curd.”

Basketry is one of the earliest forms of handi-
craft and even antedates that of pottery-making.
According to H. H. Roberts, Jr., of the Bureau of
American Ethnology, the basket-makers who
wove baskets and textiles, but made no pottery,

““Chairs to mend, and delf to sell!
He clashes the basins like a bell;
Tea-trays, baskets ranged in order,
Plates with the alphabet round the border!”’
— WILLIAM BRIGHTY RANDS rial to

Miss Anne Grant's Cap-Basket

were the first of the cultures

preceding the Pueblo people,

whose great apartment-cities

stand as a permanent memo-

their complicated
civilization.

You will recall the fact, too, that the Israelites
were commanded to offer unto the Lord as soon
as they came into the Land of Canaan the first
fruits of the earth in a basket, though there is
evidence
that this
basket may
have been
made of
beaten gold.
Baskets over
six thousand
years old
have been
unearthed
in middle
Egypt, and
the ancient
Britons
were expert
in the art of
making them.
In face,
baskets were
produced by
all peoples in
all centuries.
Some shapes
like the
melon or saddle-basket woven by our southern
mountaineers from designs brought from Africa
by the Negroes have become international. As
for weaves, one expert tells us that there is not a
weave of any kind, no matter how intricate, that
has not been handed down in perfect form in
their basketry by our savage ancestry.

The average person usually thinks of Indian
baskets when the word is mentioned. In 1635,
William Wood wrote of the baskets made by the
squaws in the New World.

“In summer they gather flags of which they
make mats for the houses,”” he said, “‘and hemp
and rushes with dyeing stuff of which they make
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Basket Decorated with Berlin Work

curious baskets with intermixed colors and por-
traitures of antique imagery. The baskets be of
all sizes from a quart to a quarter, in which
they carry their luggage.”

But the baskets of interest to us are those which
were made on farms by our own American ancestors
or which were sold by itinerant basket-makers

who traveled about from hamlet to hamlet, ped:-

dling the news of the day with their wares.
Their fathers had learned the art of basket-making
in rural England, for you will recall that Dyer,
the poet of the country-side, speaks in ‘‘The
Fleece’’ of rude baskets woven from the flexible
willow.

The basket is a useful article and usefulness was
the predominant note in the handicrafts of early
America. First, there were the various types
brought into being by the needs of the heavy
farm work, the baskets for gathering the harvests,
for carrying grain to the stock, for bearing the
seeds to the planting. Sometimes baskets were
used as sifters or for winnowing the chaff from the
seed. Not long ago, a collector found, in an old
barn in the White Mountains,
forms of basketry, crudely
woven in huge sheets, which
must have been used to sift
grains.

Cider, that great drink of
early New England, was com-
pounded by pounding apples
by hand in wooden mortars,
and the pomace thus formed
was pressed through baskets.

Yes, baskets are associated
in our minds with apples,
but they are even more closely
identified with the history of
Indian corn! At apple-bees
and corn-huskings the basket
played an important part.

Did you ever, by any
chance, attend a corn-
husking, held in the great
cobwebbed barn, overflow-
ing with provender for
sleek cattle? The corn-
husking is nearly a social
gathering of the past, yet
the custom is kept up
in remote parts of New
England. During the nine-
teenth century a corn-
husking was as much a
part of the autumn activ-
ities as the cider-making.

Stacks of corn stalks
heaped in corners faintly
lighted from candles set in tin lanterns, laughter
and chaffing from the groups of neighbors assem-
bled to help break the ears from the stalks and
strip the husks from the ears, the row of round-
bellied pumpkins scooped out for Jack o’Lanterns
and set outside the barn to welcome the guests,
such were a few of the ingredients of an old-time
husking-bee! How the fingers flew, with tongues
keeping to the tempo! Hither and thither hurried
strong-armed boys bearing baskets to the huge
granary, “‘full to overflowing”’ with golden ears
of corn! The white husks piled up. A red ear,
signal for snatched kisses, was found. Now the

~Tast basket was sent out, the work was over,

and the host announced the event of the evening,
the bountiful supper, spread out in the long kitchen
of the farmhouse.

In the manner of the Indian basket-maker, the
farm craftsman made use of the materials at hand,
and so the native hickory, willow and ash were
gathered for the weaving of the baskets. Black
ash was especially suitable, for it could be easily
split into weavers of workable thickness, after

Basketry Found in Old Barn at Sugar Hill, New Hampshire
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they were hammered out with a wooden beetle.
In the South, workers are still making hickory
baskets by the same designs and methods as did
their fathers and their fathers’ fathers before them.

The long pine needles of the South also gave
material to the basket-makers. But the products
were purely dainty, feminine objects. We are told
that one of the first American women to take up
the work of weaving
needles into baskets was
a Mrs. McAfee of West
Point, Georgia. She
first used the needles
for this purpose during
the Civil War when
the lack of raw ma-
terials compelled the
Southerners to rack
their wits to find
suitable substitutes for
their handicrafts. And
do you know what was
the first piece of bas-
ketry she made? Just
a hat for her father,
and she sewed it with
the last spool of thread
the family owned! So,
after that, she was
obliged to spin her own
thread when she wished
to sew baskets!

Now that we are
speaking of hat-weav-
ing, we might mention
the fact that in this
country straw-braiding
was commenced in
Providence, Rhode Is-
land, in 1798, by Mrs.
Betsey Baker. Each
strand of her first bon-
net was woven of seven
straws with bobbin set
in the openwork, and
the dainty piece of headgear was lined with pink
satin. Wide field hats were woven from rye straws
in New England, and fast flew the fingers of the
daughters of large families to provide head-
coverings to protect their ‘‘men-folks’ from the
hot sun of the great hayfields.

This craft of hat-weaving also brought in a
small bit of spending money for the girls and
women, in a day when even a well-to-do farmer’s
daughter would “‘hire out’ for a dollar a week
to earn the money to buy her wedding “‘chiny.”
The traveling traders who dickered at the farms
purchased palm-leaf in bales, and brought it to

Weaver's basket to hang on loom to hold shuttle-spools

the women, who slit and braided it into hats.
Then the completed hats were collected, but the
makers received but a mere pittance for their work.

Added to the many duties of the girls of colonial
days was that of basket-making. Listen to this
extract from Abigail Foote's diary, and you will
get a slight idea of the occupations which engaged
that young lady’s attention:

‘I fixed a gown
for Prue—mended
Mother's riding-hood —
spun thread — Fixed
two gowns for the
Welch girls —spun
linen — Worked on
cheese basket—
Hatchel’d flax with
Hannah — we did fifty-
one pounds apiece —
Pleated and ironed
— Read a sermon of
Dodridge’s — spooled
a piece — Milked the
cows — Spun Linen,
did fifty knots — Made
a broom of guinea
wheatstraw—Spun
thread to whiten — Set
a Red Dye — Had two
scholars from Mrs.
Taylor’s—Carded
two pounds of whole
wool — Spun harness
twine—Scoured the
pewter.”’

The cheese baskets
mentioned by Mistress
Foote were important
household utensils.
They were frequently
constructed of hickory
splits, woven in open
simple weaving, that
the curd might pass
through. Usually they
were round, but sometimes larger square baskets
were made.

The method of using the basket and ‘‘slicing
the curd” has been carefully described by Eliza
Nelson Blair in **'Lisbeth Wilson'":

“A wooden tub sat in the entry; and across
it were four thin slats, mortised together, each
two crossing the other at right angles, the whole
named ‘cheese-tongs.” Upon them sat a square,
shallow cheese-basket, lined with a sheer strainer
that held the amber curd. She took a thin, sharp
knife, and drew it gently through the soft mass,
time after time, streams of whey following each
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Basker Containing Two Bottles

delicately drawn seam, until the curd was in
blocks half an inch square.”

You, of my generation, who remember your
grandmothers, may think of them as I do, in
connection with their work-baskets and knitting-
baskets. They were of great importance to the
busy housewife when she had a few minutes to
spare from the routine of her heavy work. Some
of the covered knitting baskets were woven from
flattened ash weavers, but work-baskets were
more often made from the best of willow saplings.

In Pennsylvania, straw withes were used in the
construction of utensils designed for dry purposes.
One characteristic type was the bread basket to
hold the brown loaves when they were drawn
from the old bake-oven.

Speaking of Pennsylvania, I must not forget to
mention a type of basket that is still being made
in Lumberville by a very old man. I shall quote
the words of the collector who first told me about
this basket-maker and his products:

"It seems that some itinerant ‘basketeer’ from
New England came into that vicinity, many
years ago, and introduced the method which, I
believe, is still in vogue there. And the present
‘artist’ is much enamored of his peculiar means
of occupation and takes great pride in displaying
it. The baskets have been used for about a hundred
years on the Lehigh Canal, for feeding mules —
they are fed, you know, as they walk along the

tow-paths, with the baskets tied under their
noses — and are generally used by the residents
in that locality. They are also bought by tourists
and collectors, not only on account of their curious-
ness, but because they are exceptionally service-
able, as well as decorative.”’

Sometimes in old-time basket-making, as well
as in all arts and crafts, a name of a craftsman who
did his work well lingers. A New Hampshire
town history tells of one, Nathan Hunt of Bos-
cawen, who earned his living making baskets and
bottoming chairs. And the historian assures us
that no better baskets were ever made, for they
were strong, evenly woven, and of symmetrical
form. What more could be asked of a basket?

I have talked so much about the serviceable
basket, may I tell you something concerning the
more delicate and ornamental types, so perishable
that but few of them remain? A woman who loves
and cherishes all the products of the handicrafts
of homespun days, a Virginian, born in ‘‘The
Valley,”” owns a dainty basket made by her great-
aunt, an invalid, who designed a quilt and a basket
for each one of her nephews and nieces. This
basket is constructed of white oak splits, trimmed
down to less than an eighth of an inch in width.
It is about five inches in diameter and is kidney-
shaped. It was the owner of this basket who first
introduced me to the charming little baskets
made of honeysuckle vines. Virginia is the only
home I have so far found for them.

By-products of basketry are the woven cases
found on certain old jugs and flasks. Let me de-
scribe one unique example owned by a Massa-
chusetts collector. First, there are two lovely
glass bottles, each ten and one-half inches high
and of a delightful aquamarine coloring. And

Old Cheese Basket. Winnowing Basket, about 1690.
From the Essex Institute Collection
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each bottle, by the way, bears the greatly desired
pontil mark! The basket which contains them has
two compartments, but the reed separating them
does not divide the basket all the way. It is lined
with straw, not crammed in, but woven. The
basket is sixteen inches high and twelve inches
wide.

The spread of Berlin work in America set its
seal upon basket decoration. Imported baskets
were used for the work, and gay garlands and
nosegays of flowers were picked out in gaily
colored wools. During the early Victorian period
the art was as popular as that of beading bags.
Just where the baskets were purchased we do not
know, but the following advertisement from The
Boston Almanac of 1846 may throw some light
upon the subject:

““S. Herman, 166 Washington Street, keeps
constantly on hand a good assortment of Tin,
Wooden, Iron and Shaker Wares, Japan, Canton,
French and Common Baskets, Fancy Goods and
Toys. Also Manufacturers of Willow Carriages,
Cradles and Baskets.”

It was during this period, too, that bead baskets
and alum baskets were made for household decora-
tions. Alum baskets did I say? Certainly! Look in
Godey's Lady’s Book for 1859 and you will find
that their success depended somewhat upon chance
for “‘crystals will sometimes form irregularly.”’

“Dissolve alum in a little more than twice as
much water as will be necessary for depth of
basket,” the directions for the popular handi-
craft of our grandmothers continue, ‘‘Put in as
much alum as the water will dissolve, using an

earthern jar. Boil solution until half evaporated.
Suspend the basket from a little stick laid across
the top of the jar in such a manner that both
basket and handle will be covered by the solution.
Set in a cool place where not the slightest motion
will disturb the formations of the crystals.”

The basket-frame was made of wire or of willow
and every portion of it was wound with worsted.
The modern craftsworker will find interest in the
suggestion for coloring the basket by boiling
gamboge, saffron or turmeric in the solution to
produce yellow, and logwood for purple.

We must not leave the subject of baskets without
speaking of the lovely little cap-baskets in which
my lady carried her dainty trifle of silk and lace
when “‘she a-visiting did go.” And when she
arrived at her destination off came her street
bonnet and on went the cap which she had pre-
served so carefully in her little basket.

A friend of mine recently came into possession
of the prettiest cap-basket I have ever seen. It
consists of two hollow ovals, each about twelve
inches long and nine inches wide, and made of
narrow oak splints, interlaced with brown reeds
and curving decorations of pale blue. Each section
is lined with blue-gray watered silk, banded with
purple. When the oval sections are closed together
they make a safe nest for a fragile and expensive
cap. And this particular cap-basket belonged, if
you please, to a certain Miss Anne Grant, who was
a famous belle and one of the great ladies of the
South. She lived ‘“‘next door’ to Mrs. Jefferson
Davis, and was, my informant assured me, her
most intimate friend.
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A Suggestion for Using a Rag Shuttle
as a Spool Shurtle

BY RALPH A. HALL

AKE some one-half (1%) inch dowels and cut

them in pieces to fit between the sides of the rag
shuttles; bore one-quarter (}4) inch hole in the
center of each piece.
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Fit them in the rag shuttle the proper distance
apart to fit your shuttle spools with the holes in
line.

Obtain some three-sixteenth (®/1) inch ma-
chine bolts with thumb nuts to fit and use them to
hold the spools in place.

Bore a one-quarter (14) inch hole in the center of
the side of the shuttle to lead the thread through.

Use a roll of adding machine paper and lay your
color scheme out on 2 strip of it as long as your
weaving is going to be (border and center). Attach
one end of it to your weaving where it starts and
let it roll up with your work. Both ends will be
similar and equal.
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Enamelling

BY GERTRUDE 8.

SECOND method which was much in use
with the early workers is called champlevé,
from a French word indicating that the

ground or field has been cut away. This was used
on large objects of cast bronze, brass or other

TWICHELL

of the solid metal, the lines of metal which are left
then forming the boundaries of the design. This
method gives much more scope for the worker, as
he has perfect freedom to vary the width of the
dividing lines as much as he wishes to carry out

No. 260 — Silver Jewel Casker. Modern enamel. By Gertrude S. Twichell. Flower design in
softly glowing colors on turquoise ground. Gold and black outline. Metalwork by Milan G.
Twichell. Exhibited at Society of Arts and Crafts, Boston

metals, such as helmets, shields, horse-trappings,
altar-pieces and articles of like nature, as well as
on the more delicate pieces of jewelry. As a rule,
opaque enamels were used for the larger work, as
its quality of “carrying’’ at a distance far exceeds
that of transparent enamels. This method is some-
what similar to that of cloisonné, in that cells are
made in which the colors are laid. Unlike the first
method, however, these cells are cut or dug out

* This is a second article of a series on ““Enamelling” by
Gertrude S. Twichell.

his design. In the older work, quite often delicate
patterns were traced on the surface of these wider
flat spaces, adding to the richness of the effect.

As the design is cut out from the solid metal,
some knowledge of modelling, chasing and engrav-
ing is required of the enameler in order that the
foundation may be perfected before the color is
put on. Sharp engraving tools are required for this
work, and they must be kept sharp in order to
preserve the clean-cut lines of the design. The bot-
toms of the cells thus cut out are usually roughened
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in some way for use with opaque enamel, or traced
with delicate patterns when transparent enamels
are to be used. This breaking up of the surface
helps hold the enamel so it does not have so great
a tendency to fly off. The whole is a very slow and
difficult process, requiring much practice and pa-
tience before efficiency is attained. After the design
has been cut out of the metal, the enamelling is
done just as in the cloisonné process, the hollows
being filled with enamel. Some examples of old
champlevé enamels in the Celtic room at the
British Museum show unusual beauty in their
intricate interlacing patterns. The Indian Gallery
at the South Kensington Museum also showed

a piece held to the light will look like a tiny
stained glass window, with the daylight showing
through the enamel. This is one of the most diffi-
cult of processes, and it is said that for every
perfect piece, at least ten are spoiled. This accounts
for the seemingly high prices which are asked for
articles on which plique-a-jour is used. Contrary
to general belief, a backing is not necessarily used
in making these, but the enamel is fused in the
spaces between the wires and fired and re-fired until
the spaces are filled. Of course, in some cases the
metal backing may be used and afterward be removed
with acids, but this seems hardly to be the true
method; the resulting surfaces are not clear and the

No. 141 — Jewel Box. ‘‘Garden O’ Dreams.”” Modern enamel. By Gertrude S. Twichell.
Exhibited at the Society of Arts and Crafts, Boston

some very beautiful champlevé enamels of a quite
different style from that of other peoples.
Another very similar method is called basse-
taille — derived from two old French words mean-
ing low-cut. It differs from the champlevé in hav-
ing the design carved in low relief below the
general surface of the metal, rather than having the
pattern brought out by merely lowering the surface
evenly. One of the most beautiful examples of this
method, one called “‘lovely in every respect,” is
the St. Agnes Cup, or Kings Cup, at the British
Museum. There seems to be no definite knowledge
of where or when it was made, although it has a
history of much wandering since its discovery.
One of the most interesting processes of enamel-
ling is that called plique-a-jour, and was supposed
to be one of the great secrets of the art. Described
simply, it is cloisonné without any metal backing;

metalwork cannot be successfully polished to the
degree of finish which should be required. Some-
times plique-a-jour enamels are very beautiful in-
deed, but often the infinite labor required to over-
come the technical difficulties does not seem to be
justified by the results. Perhaps the best example of
this work is a beautiful gold cup, supposed to be
Burgundian early fifteenth-century work, which is
in the South Kensington Museum. Some beautiful
work has also been done by modern workers in
France.

It was probably at Limoges in the sixteenth cen-
tury that the French glass painters discovered a
new process, and much of the enamel from that
time on was done in this way. It consisted of cov-
ering a copper plate on the back with a waste, or
counter-enamel for purposes of protection, and
putting on the front a white enamel. On this white



38

THE HANDICRAFTER

Courtesy of the Cleveland Museum of Art

surface could be drawn or painted any design or
scene desired. After being fired it looked like a
black and white print. Then this drawing was
covered with colored enamels and fired, the result
being similar to a colored print. Another method
used was that of painting in white on a brown
background. Sometimes this latter was left in
monochrome and sometimes it was brightly col-
ored. Gold “‘paillons’” were placed under parts of
the enamel to heighten the brilliancy, gold lines
were added to the draperies and architecture, and
gold stars studded the skies. This type of *‘painted
enamel’’ covered a wide scale, from very elaborate
religious scenes, through a range of intricate
mythological representations, to portraits both
large and small. These painted enamels, because
of their minuteness of detail, do not seem to be
true enamels — they are more like china painting,

No. 140 — Silver Cross with cloisonné enamel in greens,

blues and lavenders. Amethyst in center. By Gertrude S.

Twichell. Exhibited at Society of Arts and Crafts,
Detroir

. 120 — Rin %‘m basse-taille and cloisonné enamel.
By Gertrude S. Twichell. Turquoise and green on silver

Champlevé Cross (Enamel) — French. About 1200 A.D.
Gift of J. H. Wade.

and might as well have been done in that medium,
or in oil paints. The workers appear to have lost
the sense of the jewel-like qualities of enamel,
which would seem to demand its being used in a
more restrained way, with more regard to the
“‘preciousness’’ before mentioned. One of the best
known of the painted enamels is a beautiful casket
at South Kensington, covered with large placques
signed by Jean Limousin. This was made for Anne
of Austria in the seventeenth century.

Some exceptional pieces of Limoges'’ enamels
have been left by Mr. Morgan and Mr. Altman
to the Metropolitan Museum in New York. The
Morgan collection also shows some Byzantine
cloisonné and Limoges champlevé of the twelfth to
fourteenth centuries. The Altman collection has
some of the earliest painted enamels, dating from the
second half of the fifteenth century. The Cleveland
Museum has what is said to be one of the finest
pieces of Limoges inexistence, a twelfth to thir-
teenth century cross.

As a really fine art, enamelling at Limoges began
to decline about 1610, until it was used mostly
for snuff-boxes and other trinkets. The Battersea
enamels, well made as they are, and very dainty
and charmlng, can scarcely be called works of art.

; They belong more to the school of china painting,

as they manifest too little of the characteristics
of the true enamel.

Much of the modern enamel work in this coun-
try which is obviously neither cloisonné nor cham-
plevé is called rather vaguely “*Limoges,”" because
it uses neither wires nor walls to separate the
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Courtesy of the Metropolitan Museum of Ari‘

No. 37677 — Shrine or Sacrament House. French, Limoges, XIIIth century. Scenes from the Life of Christ (open).
Champlevé on copper

colors. It is a modification of the old way, previ-
ously described, but with this difference, that as
a rule the design is a conventional one, or if a pic-
torial subject is chosen, it is done in a very broad
way, emphasizing beauty of color, and making an
appeal to the imagination through the design,
rather than attempting to be a detailed realistic
painting. The name “painted’’ is also equally in-
correct because the enamels are not painted in the
usual sense of the word. The colors are laid on,
almost grain by grain, with a small, thin tool,
usually metal, rather than with brush and paint,
as might be supposed. It has been found that colors
can be so carefully handled that placques of fair
size may be completely covered with the various
colors laid close to each other, and these will come
from the firing with quite distinct and unblurred
outlines. It is not necessary to give a separate firing
for each color — the entire surface is covered at

one time. Afterward additional shadings of color
may be laid on in any places that may require them.

Many times the designs are outlined in part with
fine gold lines which give an added richness to the
effect and heighten the brilliancy of the colors.
This is not done to give an imitation of cloisonné,
as is sometimes supposed, but is a deliberate part
of the color scheme. Lewis Day (*‘Enamelling’"),
in speaking of the “‘Kings Cup,”” writes: “‘If the
artist had only left here and there so much as a
line of gold amidst the color, it would have helped
to connect his picture with its gold ground; it
would have strengthened the work, and given
force to his drawing.”” Although this cup is basse-
taille enamel, the significance of the criticism is
obvious.

An enamel in the modern process just described
requires anywhere from four to ten or more firings
to bring out the desired color effect. Sometimes gold
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is used under the colors and sometimes silver; at
other times the enamel is put directly on the copper,
which, of course, has to be specially prepared with
acids. These placques are for the most part mounted
as panel decorations in silver and copper boxes of
all kinds and sizes, from tiny silver vanities to large
jewel caskets with panels on all five sides. Other
pieces include book-ends and covered bowls with
inset panels, while some beautiful placques are
used for purely decorative purposes, being hand-
somely mounted in
frames with black vel-
vet ground. Also, enam-
els are being used in an
entirely different
method, small motifs of
jewel-like colorings giv-
ing accent to chased or
etched designs. Hand-
blown glass in soft green
or amber may be
mounted on a copper
base, the tones of the
glass being echoed in
softly-glowing color
motifs amid the richly
etched cover design.
Again, the deep rich
blue of a glass bowl may
be reflected back from
gleaming bits of color
introduced into the soft
sheen of a delicately-
patterned silver cover,
and repeated in a knob of matching blue. Indeed,
the “‘unlimited variety’’ of enamel is bounded only
by the craftsman’s imagination and ability, and
the laws of design.

In an article of this kind, one can give but a
brief glimpse of the history and technique of
enamelling, endeavoring to answer some of the
most frequently asked questions. Those wishing to
look further into the subject will find some very
readable books and articles in the list given below.
These books give detailed descriptions of the best

Courtesy of the Cleveland Museum of Art

French Enamel Plaquette—""The Descent from the Cross.”’
Early XV'th Century

known of the old enamels, a few of which have
been mentioned in this article.

A most interesting comment on enamels is made
by Alexander Fisher, to whose book we have al-
ready referred, and who has done some of the most
beautiful of modern English work. He writes, that
enamels are “‘for the representation and embodi-
ment of thoughts, ideas, imaginings, and for those
parts of a world which exist only in our minds.”
He further says: “I have no doubt, in years to come,
when the art is better
understood by artists,
critics, and the public,
when their knowledge
has increased —to the
same extent, at least,
as their knowledge of
other mediums — that
there will be established
a standard by which
these qualities will be
known and appreciated
—there is no doubt that
taste is acquired; and
from habit more than
from knowledge people
regard things as beauti-
ful or not. Consequently
it will take years for
enamels to be regarded
with right eyes and to
receive intelligent criti-
cism.”” The steadily
growing interest in
them is reassuring.

B1BLIOGRAPHY

Enamels — Mrs. Nelson Dawson, London.

Art of Enamelling — Hon. Alexander Fisher, London.

Enamelling on Metals — Henry Cunynghame, C.B., London.

European Enamels — Henry Cunynghame, C.B., London.

Enamelling — Lewis Day.

A Treatise on Divers Arts — Theophilus (chapters on subject).

Treatises on Goldsmithing — Cellini (chapters on subject).

Jeypore Enamels — Jacob and Hendley.

Medieval Enamels — Garner, International Studio, July, 1926.

Limoges Enamels —Jean Leutaud, International Studio, Sep-
tember, 1927.
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Crame “I'he “Bases of Design”

IN THE treatment of blue the Persians always
seem to have been particularly successful, and
their later tile work in the Mohammedan period is
well known, and continues downto the present time.

The love of blue and its use in tile work and
pottery seems to have been general all over the
East; it may be because of the adaptability of the
metallic oxide color to firing, but also it may be

due to the pleasant relief and sense of coolness such
decoration would afford to the eye in courts and
interiors screened from the sun.

The old Nankin blue so famous in Chinese porce-
lain in the so-called Hawthorn pattern was de-
scribed by one of the emperors as the blue of the
sky showing through the white clouds after the
south rain.
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"Book ‘Revzews

InD1AN STORIEs FROM THE PuEBLOs by Frank G.

Applegate (J. B. Lippincott Co.). Price, $3.50.
TO present the Indian and his problems in a

manner energetic, alive, and truthful is a
knotty task. Mr. Applegate has attacked his sub-
ject not as a logician, armed with barren facts and
endless statistics, but as a painter. Like the artist he
presents a complete canvas — not daubings of this
and that to show how the picture was conceived
and each step in its execution, but a painting ade-
quate in design, perfect in detail.

Mr. Applegate, who by the way is an artist of
ability, has given us an understanding glimpse of
the Pueblo Indians. Long years of study and genuine
sympathy with his characters has gone into his
work. Some of his sketches are historical; most are
incidents drawn from his intimate contact with these
Indians. Through the whole book runs a sympa-
thetic strain. Mr. Applegate feels strongly that the
Pueblos have their culture, their religion, their
psychology, which, though alien to ours, are
worthy of perpetuation. He has not set out to
preach, yet in pointed vein and fascinating narra-
tion he reveals the Indian and the ‘‘why,” and
subtly makes his appeal.

The depth of study and knowledge which is the
basis of this book is hidden beneath its charming
and spontaneous style. From every point of view
it is thoroughly enjoyable reading.

‘" Here is the story of the Hopi migration from
Mexico hundreds of years ago as it has come down
to the Indians of today, and the legend of the Little
Fish of San Juan. Here is the history of Estevan the
Magnificent, the negro slave who in the sixteenth
century went in search of the Seven Cities of Cibola,
who was worshiped abjectly by the Apaches, later
renowned for their ferocity, and who met a shame-
ful death at the hands of the Zuiiis.

In modern times there is the story of Ago Po and
the white lady to whom he told legends; of Tabo
Salukama, who tried to enlist the aid of the Indian
Bureau in securing an eagle for a tribal ceremony;
and how Ta Ah married the girl he loved in the
white man’s way in spite of the fact that his mother
had already married him to a girl she had selected
according to Indian custom.”’

The book itself is a delight. The illustrations are
in color and are replicas of water colors by young
Pueblo artists. Let us hope this is only the first of a
long series of books to come from the pen of Mr.

Applegate. The Southwest is now coming into its
own, and there is no writer more competent to
depict its galaxy of color and life.

Asout ANTIQUEs by Ella Shannon Bowles (J. B.
Lippincott Co.). Price, $3.50.

ATREMENDOUS subject, no doubt, but in the
able hands of Mrs. Bowles it has been turned
into the pivot for a group of charmingly written
chapters on such subjects as *“The Yale Tapestry,”
“‘Sandwich Glass,”” and “‘Old Pewter.”’

The author has the facility of writing easily and
in a conversational manner. She is exceptionally
clever in devoting in all of her books at least one
chapter to a subject of which little is known or
about which little has been written. We find her at
her best in such chapters as the one on “*Old Dolls,”’
partly because of the clever reminiscences, and
partly because the descriptions of these forgotten
doll children brings a humanizing touch to the
study of antiques.

Mrs. Bowles, though her work displays deep
study and thorough knowledge of her subject, does
not fail to infuse herself into her writing. It is this
personal touch which has made her book a group of
stage settings in which the various arts and their
creators become a drama and its actors. Through
hér own love and understanding of her subject Mrs.
Bowles enthuses her readers with the personality
of a living past.

Orp Parcuwork Quirts by Ruth E. Finley (J. B.
Lippincott Co.). Price, $5.00.

INTEREST in patchwork quilts is steadily in-
creasing. Collectors are scouring country farm-
houses and city shops for examples of this old craft.
The home decorator is securing reproductions for
bedroom decoration schemes, and cotton prints
with quilting designs add cheer and color to many
a kitchen window.

“Old Patchwork Quilts’” is an authoritative
book, of technical value and interestingly written.
It embraces the need of the collector, the craftsman
and the casual reader; and satisfies them all. There
are hundreds of illustrations of old designs as well
as diagrams showing the technique in planning the
patches to form the completed pattern and of the
quilting itself. The text describes the history of

(Continued on page 45)
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modern industrial arts and the crafts a service

in its recent exhibition of French Textiles and
Textile designs. Noteworthy in the collections were
the original water color drawings from famous
eighteenth century artists and also the ‘‘mises en
cartes’” or detail sketches elaborated for the weav+
er's convenience in carrying out the designs. The
drawings and ‘‘mises en cartes’”’ were shown in
groupings with the

THE Boston Museum of Fine Arts has rendered

textiles. {‘ = A f "\‘1 { C 4
This event repre- xiﬂw ; o

sents another step
forward in the rec-
ognition of working
crafts as live com-
ponents of the great
field of arts. The
Boston Museum tied
up this exhibit with
retail stores and
manufacturers, ex-
pending every effort
to make it of prac-
ticalvalue. Thereal-
ization is coming
to us that an artistic
culture depends on
the permeation of
every strata in one's
civilization with its
touch. Periods like
the eras of Louis
XV and Louis XVI
were artistically flourishing because as much at-
tention and respect was given a chair or piece of
porcelain as a painting. There were arts, not ““The
Arts’” which is a nomer confined at times to paint-
ing, sculpture, and architecture. Proof enough of
this is seen in the names of the artists who were the
designers of the fabrics on exhibition and the lasting
reputation they have. Amongst them are Jean
Revel, Phillipe de La Salle, and Jean F. Bony.

In the exhibit, though many of the fabrics were
but small fragments, there were definite ascriptions
to designers, for many of these men developed their
own notions and possessed the same individuality
and creative ability that distinguished furniture
designers like the Adam Brothers, Sheraton, or

10n the cover is a design by Phillipe de La Salle that was shown in this exhibition.
The illustration is used through courtesy of the Museum of Fine Arts, Boston.

LOOKING a4t the CRAFTS

AMES, EDITOR

Chippendale. Till the advent of Modernism how
much chance would there have been of isolating
creations in the spirit of any modern designer in an
exhibition medley ? Probably none at all and therein
lies a salient reason why we have displayed so little
progress. For the convenience of mass production
and the improvement of technical processes; to
placate our undue craving for the antique, we have
submerged the individual. There have been no de-
sign types that can
be labelled as new
or pertaining to one
man or school; just
a sameness traceable
as far as the vendor
alone.

Of particular in-
terest in the exhibit
were the artist’s
sketches and “‘mises
en cartes.” In the
eighteenth century,
designers made
water colors of their
creations and sub-
mitted these to man-
ufacturers. The
sketches were me-
ticulously done,
exuberant in design,
and gorgeous in col-
oring. The bulk of
them, in consonance
with prevailing
fashions, were floral in type though many have
animal, landscape, and Chinois motifs. When the
sketch was accepted, it was turned over to another
specialist who made the “"Mise en Carte.” This is
a squared paper on which the design is so applied
that every square represents a thread or group of
threads in the warp and woof. The weaver needed
this as his guide for most of the weaving was done
in homes on the draw loom.

Though the Museum collected these artist draw-
ings and ""Mises en Cartes’’ independently of the
fabrics that were shown, many of them evinced
close connection and it was interesting to follow
the various steps and changes as the fabric evolved
from the germ of an idea. The artist with his brush
and water colors could be more liberal in his color-
ings and the sweep of his lines, than the weaver

Courtesy of the Museum of Fine Arts, Boston

Louis XV Brocade Style of Jean Revel
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with silks and the limitations of a loom. Now that
we have had this exhibition of old textiles and
their designs why doesn’t some museum or enter-
prising group give us
something similar in
contemporary indus-
trial ares? All of us
will find it interesting.
The Boston Museum
considers itself fortu-
nate to possess such
unusual collections;the
Museum that acquires
modern ones will be
just as happy in its
possessions a few dec-
ades from now.

Bostorn’s New
Studio Shop

Anybody interested
in handicrafts will en-
joy a visit to the studio-
shop of the Craftsmen’s
Guild at 15 Fayette
St., Boston. This shop,
which is under the
direction of Mrs.
Chrimes, has a com-
fortable, homelike atmosphere which is a splendid
foil for the delightful things on display.

Both the shop itself and its purposes are interest-
ing. The sponsors were fortunate in obtaining this
location for it has lent itself to an unusual decora-
tive treatment — the walls are in cream with a deep
blackish tone for high notes; in the partition sep-
arating the small office from the shop is an inside
bay window that lends a charming touch to the
interior. No attempt was made to emulate the
policies of the ordinary run of gift shops. The
endeavor is to create a pleasing atmosphere in
which craft objects can be shown and the work of
individuals be displayed to full advantage. Things
shown are more for taking orders to be filled by the
working craftsmen than for immediate sale. Also
a number of the needleworks are for student needs.
The Craftsmen’s Guild is taking pupils in all types
of needlework as well as other crafts and is also
planning to supply designs for working so models
are kept in the Studio.

A number of prominent craftsmen have codper-
ated through the submitting of their creations for
display. There is leatherwork from Mrs. Cramm and
Mrs. Pearce, needlework by Mrs. Stearns and Miss
Mabel Cook, enamel work by Miss Twichell,
weavings by Mrs. Reed, and a group of red chalk
portraits by Mrs. N. I. Amsdel. Numerous other

craftsmen are also represented in the things dis-

played.

It is to be hoped that this shop will prove a
successful venture; the
craftsman has so few
outlets, especially in
the semi-private type,
that one can only hope
this venture and any
others of its type will
meet with popular fa-
vor.

The craftsman who
produces a hundred
pleces in one design
can find a wholesale
outlet but the worker
who makes individual
or special order things
has a task in finding
a mart for his pro-
duction.

In filling this gap,
the Craftsmen’s Guild
and other shops on its
pattern will be ren-
! dering a great service
to crafts.

L
4
Courtesy of the Museum of Fine Arts, Bosion

“Mise En Carte’’ French, 18th Century

A Revival of the Art of Tapestry Weaving

THE recognition of weaving and tapestry and
the interest in its revival as a fine art is shown
in the new course in the Design and Weaving of
Gobelins and Tapestries and Oriental Rug tech-
nique being inaugurated this season at the Master
Institute of Roerich Museum, 310 Riverside Drive,
New York.

This course is to be conducted by Mme. Verita de
Bertalan, one of the authorities in this field. Mme.
Bertalan’s own tapestries, indicating the remark-
able manner in which modern creative ideas may
be applied to this old art, were shown with great
success this summer in Woodstock.

The course will be a practical one, the student's
designing and executing their own designs. It is
hoped in this way to combine the beauty of the
ancient tapestry with something of the dynamic
spirit of modern life.

In speaking of the course and of her belief in the
renaissance of this great art of the ancients, Mme.
Bertalan, who has taught hundreds of students in
America and Europe, says:

““The past of tapestry weaving was in Europe,
but the future for it is in America. Thousands of

(Continued on page 46)
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The SNOW LOOMS

School of Weaving and Crafts

Epits HunTiNngTON SNOw, Director
Laura L. Peascey

WRITE FOR OUR LIST OF
LOOMS AND EQUIPMENT

We use many differing looms, from
those of cardboard, or small table looms,
to our handsome and craftsmanlike eight-
harness loom.

We offer a lesson book of simple and
explicit instructions for the beginning
weaver, at home, in schools, camps, and
hospitals. $6.00.

Courses in our studio include weaving
in interesting variations.

We also teach Jewelry, Leather Work,
Basketry, Block Printing, Clay Modeling,
Rug Hooking.

48 East 49th Street, New York

The
CRAFTSMEN’S GUILD

15 Fayette Street
BOSTON - MASSACHUSETTS

¥

¢ A Studio-Shop, devoted to the
exhibition and sale of handicrafts.
Embroideries, weavings, leather,
pottery, enamels, block-printing
etchings. ] Special orders promptly
attended to. Designs for needle-
work, started pieces with materials,
also lessons by appointment. En-
semble bags and scarfs a studio
specialty.

GAUZE WEAVING
(Continued from page 30)

left of the standard heddles and others through to
the right, giving strips with a right and left
twist. Another suggestion is: 20 ends drawn plain
2-4; 2-4; 20 ends of gauze; 20 ends 2-4; 2-4, com-
bining a plain weave stripe with a gauze stripe.
This drawing in, when woven, as suggested for
horizontal stripes, results in a checked pattern.
Thus one variation suggests another, giving numer-
ous pleasing weaving effects, not to mention those
that may be obtained by varying material and color
combination.

There is one point the weaver must be careful
about in planning the various projects, particularly
in this weave, and that is the choice of materials
to be used for warps. It is necessary to use a ply yarn
with a good twist; cotton linen or silk may be used
but the matting propensities of wool render it un-
suitable for use as a warp. It can be used as a filler
as can almost any kind of yarn when one has a good
warp on the loom.

After the finished cloth is cut from the loom, it
can be used for the foundation for rugs and chair
seats in the Persian knot or French stitch, table
scarfs, pillows, unholstery materials, etc., in cross or
double cross stitch, in all-over designs, or, if the
material has been dyed, or is woven in colors, small
designs or border can be used for decorating the
various articles as they are made up.

Nore. — The tieup above is for a loom equipped with jacks.

The tieup for a loom equipped with rollers should be: Treadle
No. 1, harnesses 2 and 3; treadle No. 2, harnesses 3 and 4. The
slackener should still be tied to treadle No. 1.

All weavings and embroideries illustrated are products of the
Occupational Therapy Department at Kings Park State Hospital.

BEAD TECHNIQUE
(Continued from page 26)

so that the top can be sewn, cut each chain of
20 in the center and ravel back to the bag, releasing
sufficient length of silk to be woven back into the
fabric of the bag to form a firm-finished edge, to
which the hinge may be attached. Follow this
process with all the chains on both sides of the
bag. One side will ravel easily, and care must be
taken not to ravel it too far. (See plate No. 7.)

Frrring THE Bac Top To THE Bac

Now the bag is ready to sew to the top selected.
The top chosen should be from one-half inch to
one inch smaller than the bag. A bag thatis
gathered to a top is always much better looking
than when it is stretched to fit the top. If a bag
is to be fitted to a top already chosen, be sure that
the chain at the beginning is long enough to give
this fullness. In sewing the bag to the top, use the
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same purse silk that the bag is made of and fasten
it securely.
LiNiNG oF THE Bac

A word of caution about the lining of the bag
may be helpful. It should always be a little smaller
than the bag, so that the things carried in it will
not stretch it out of shape. Never sew the lining
to the bag before it is mounted. The lining always
wears out before the bag, and should be so put in
as to be easily replaced. If sewed to the bag it
will have to be ripped off to replace the lining.
Line the bag after it has been mounted so it can
be replaced easily.

OGN
BOOK REVIEWS
(Continned from page 41)

quilting, the materials used, the dyeing, and sup-
plements the illustrations in its directions for the
quilter.

Miss Finley knows her subject, and from her re-
search and experience has evolved theories on the
basic characteristics of the patterns used, the pos-
sible scope of design and the nature underlying their
structure and color.

No matter how remote one's interest in patch-
work quilts has been, no reader can quite escape
the fascination of that old time art as depicted in
Miss Finley’s book.

Prasant ART IN Roumanta by George Opresen
(Albert & Charles Boni, Inc.). Price $3.00 paper
bound.

OME books seem to clamor to be owned — to
be left where they can be picked up at leisure,
to be studied carefully or admired superficially
according to one's mood — books with such wealth
of material and beauty of illustration that they are
forever new. Such a book is ‘‘Peasant Art in Rou-
mania.”’ Included in the “‘Creative Art Supple-
ment,”” this book is attractively arranged, and re-
plete with illustrations. The art student will find
the text interesting, for the author is thoroughly
cognizant of his subject and presents adequate
historical and descriptive material.

For the craftsman the book affords a golconda of
design. The hundreds of plates, scattered through i,
illustrate all types of peasant design and creation.
The Roumanians are of various racial strains and
have been caught in a maelstrom of divers cultural
movements. Their language is of Latin derivation,
and their design shows traces of the Byzantine.
Countering these are the outpourings of the Slavic
and Oriental strains that have permeated it. From
this mixture have evolved peasant arts, attractive
and living.

Any one of us would enjoy the raciness of the

The Shuttle-Craft Guild
of Hand-Weavers

ANYONE wishing to weave may become a member of the
Shuttle-Craft Guild which has now spread throughout the
United States and into many distant countries. No previous
experience is required. Some members weave purely for pleasure
others chiefly for profit. Membership includes a complete one-
year course in hand-weaving; payment is scheduled over eight
months. Membership also includes Guild Bulletins, special
instruction by letter, criticism of work, and answers to questions.
Send for our booklet describing our looms as well as our Shuttle-
Craft Course in Hand-Weaving.

THE SHUTTLE-CRAFT GUILD
30 Brattle Street 4 Cambridge, Mass.

A GOOD SIGN
helps your
_ business

This one in colors, is lighted from
leafy branch at top.

We design and make them to your
own ideas, of the best materials and
in colored lacquers or any finish you
desire.

We also make special handmade and
other metal goods such as: Lanterns,
Hinges, Grills, Advertising novelties,
Bookends, Fireplace sets, Weather
vanes, Curtain hold backs, Wall
lighting and Window display fixtures,
Monograms, etc.

MODERN METAL WORKS

LANDOVER, MARYLAND
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floral forms in their tapestry rugs or the winsome
charm in the haphazard motifs of their decorated
pottery. These are but two of the arts that are
copiously treated and illustrated in this book;
all the others are just as interesting, just as amus-
ing and just as rich in their value as designing
aids.

A REVIVAL OF THE ART OF TAPESTRY WEAVING

(Continued from page 43)

offices, showrooms, apartments and yachts have
to be decorated. The textures of tapestries are
what give them their peculiar excellence and what
distinguish them above all other textiles, just as
other textiles are distinguished by texture qualities
that raise them above wood and stone and brick
and plaster and procelain and paint and the metals.
In other words, tapestry has a more interesting
texture than any other material in the world and
one capable of expressing more in the hands of the
weaver, who understands.”’

As the Master Institute has just entered its new
home in the new twenty-four story Roerich Mu-
seum Building, splendid facilities are available for
the inauguration of its work. In addition to the
fine studios for its classes, there is a research library
to which the students will have access in their

ANDICRAFT SPECIALTI

TOOLS-MATERIALS - INSTRUCTION

Handbook of Projects Instruction

In Leather Craftwork — also Bead, Porcu-
pine Quill, Feather, Horsehair, Stone, Horn,
Celluloid, Indian Silver and Turquoise. Try
our Marterial Supply Service for Individual,
Class and Club Handicraft.

1928 Handbook 50 cents; 1929 Supplement 25 cents
Price lifts and leather samples included

LESTER GRISWOLD

623 Parx TeErracE Cororapo Serings, Coro.

Mail This Coupon
Toa’ay !

The HANDICRAFTER. 99 Bickford St.,
Jamaica Plain, Mass. Pleasc enter my sub-
scription to The HANDICRAFTER for one
vear. Enclosed please find $2.00.

study of designs and in gaining their historical
background. An added advantage of the course will
be the opportunity for the students to share in
the general cultural courses and lectures, concerts
and productions given to the students of the Master
Institute for the purpose of developing the broad
artistic appreciation of each pupil.

MARIONETTES
(Continued from page 9)

above the heel. Into this fasten the pointed end of
the leg by boring and putting a wire through,
bending the ends (Fig. II). It should be weighted
by screwing a piece of sheet lead under the heel, or
inserting shot in it if you model it out of papier
miché.

Now it is ready to dress. Do not design the cos-
tume as a thing by itself, but always as part of the
larger design of the stage scenery and other puppets.
Is the puppet to play a leading part? Be sure then
to have the costume stand out boldly in strong
contrast to background and other figures, at the
same time keeping the whole in harmony. Study
what color will best express the emotion of your
puppets. Keep the costumes extremely simple —
as a problem of spacing and color harmony. Dyeing,
block printing and batiking will be of service here.

Then to the stringing! The controller must be
made first. Cut a piece of wood 1" x 24"’ about 10’
long. Screw two tiny screw-eyes at one end for the
hand strings and one at the other for the string to
the back. Cut another piece 6" long and screw a
screw-eye at each end, to which the strings from
the wire loops at the sides of the head are to be at-
tached. Nail a strip of cloth or leather to the ends
large enough so you can slip your hand in under it;
then nail it to the longer piece at right angles nearer
one end and string as in Figures I and VII.

Tip the controller forward and your puppet bows.
Tip the cross bar and he cocks his head sideways.
Lower the controller and he seats himself.

The leg strings fastened to screw-eyes on end of
thighs and passed through holes in the clothes are
fastened to a “‘leg stick’’ about 6" long with a
hole in the center to place it on a nail at B when
not in use. To make it walk, tip it alternately,
simultaneously moving the puppet forward. If
the dress touches the floor, no leg strings are
needed. Your lady just glides in. Figure VIII shows a
more complicated controller which, by pressing the
finger on A, lifts A B and causes the puppet to hang
from the shoulder strings, liberating the head strings
so that the head falls forward in sorrow or nods.

By experimenting in front of a mirror placed on
the floor, you will be continually surprised and
amused at the things these little actors can do and
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the emotions they can express. If they are to do ]
unusual stunts, your ingenuity will be taxed to '
provide special strings passing through unsus- ‘
pected screw-eyes. 1
“‘Practice makes perfect,”” and at last your mari-
onette will be ready to appear in front of the foot-
lights, before the shining eyes and pealing laughter
of hosts of children between the ages of five and _
seventy-five. |
OGOV ——n
EDITORIALS
(Continued from page 2)
ficed. Till the advent of the Barbizon school virtu-
ally all landscape painting was done in the studio;
yet who can gainsay that Meindert Hobbema or
John Constable are not as great as Jules Dupré or
Theodore Rousseau who were of the Barbizon
fraternity and did their paintings in the open. One
can — in fact should — distort, caricature, shift
about details, omit, or add in the manipulation of
motifs to formulate a design, whether it be the
composition in a painting or the repeat of a brocade.
11’.&rt dependls nlllore on th}f rhytlﬁm (}f maslsaes and The “Tawido’ Belt Loom is one of the |
ines, on color harmony than realism for its beauty. many types offered in our weaving catalog.
In Persian hunting carpets, Byzantine ivories, Send for free weaving and art material
Limoges enamels and Stuart embroideries we find caralog; also free Basketry catalog !
the selecting hand of the discerning artist; realism J. L. HAMMETT & CO.
has been manipulated to arrive at beauty; so must Established 1863 CAMBRIDGE, MASS.
we labor in putting ourselves into design.
[
INDUSTRIAL ARTS | BAG TOPS |
COOPERATIVE SERVICE Celluloid, Metal or Wood
519 West 121st Street Designed especially for
Handwoven Bags
NEW YORK CITY
8" wood
- straight
QYO $2.00 each
10" wood
gate top
. . $3.00 each
A service that is useful to everybody 7' beige
interested in creative work — espe- celluloid
cially for children. In our catalogue ) $1.95 each
you will find listed block printing and 6”"b‘l"x‘§§
Christmas card making supplies of all cetuior $1.85 each

kinds. Tools, rollers, glass slabs, inks, i
hand made paper, and other interesting |
materials are offered.

NON PROFIT MAKING

Send for Catalogue

or

All four of above |

for $8.50
(postage extra)

If you wish any particular kind of top write —

MRS. NELLIE SARGENT JOHNSON
12489 Mendota, Detroit, Mich.
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Willa-Craft Studios

CECILIA CLEVELAND WILLARD

30 East 14th Street
New York City

v

Hand Loom Weaving taught in all variations
Tapestry and Modified Tapestry
Embroidery and Laid-in Weaves

Colonial and Swedish Pattern Weaving
Warping and Mechanics of the Loom

v

SPECIAL COURSE

for those wishing to make a profession
of Weaving

Working knowledge of weavingis guaranteed
at the completion of the course of 12 lessons

CIRCULARS MAILED UPON REQUEST

Your Advertisement in

THE HANDICRAFTER

will benefit from . . . the circulation list of the
HANDICRAFTER which reaches practically
every craft worker in the country as well as
schools, libraries and occupational therapy
centers.

. . . the reader interest which the HANDI-
CRAFTER arouses by the quality of its contents
containing practical, constructive and cultural
articles by leaders in every phase of crafts.

. . . the constantly improving appearance of
the HANDICRAFTER, its steady increase in
size, and distinct improvement in typography
and illustration.

and

. . . You may take great advantage from the
present low advertising rates enabling you to
reach an unexploited and unexcelled market for
your craft products at minimum expense.

Advertise in THE HANDICRAFTER and watch
results roll in.

Write for Rate Card
THE HANDICRAFTER

Jamaica Plain, Massachusetts

Hand Turned Looms for Hand Weaving

Looms that are practical and orna-
mental. Have your loom made so that
you will be proud to have it in your
living room as a beautiful piece of
furniture.
SpeciaL FEATURES

Can be taken through the average
door without demounting it.

Warp can be released and cloth
wound up without leaving your seat.

Easily operated.

Small in size only 30" x 39" x 50”.
Will weave 36"’ material.

Send for further details about turned and
plain looms

Made by

Marjorie and Victor Flashman
1135 Curtis Street, Berkeley, California

- — — |

RUMFORD PRESS
CONCORD. N.H.



PMETAL WORK TOOLS OF
ALL KINDS. METALS IN
SHEET AND WIRE FORM.
SOLDERS, ENAMELS *°*
STONES AND FINDINGS.

METAL CRAFTS SUPPLY CoO.
PROVIDENCE,R. 7.

MORAHAN LOOMS

for
HAND WEAVING

Practical Looms, combining
beauty of design and fine
craftsmanship. Used by de-
signers, professional weavers
and public institutions.

FIVE SIZES

Weavers” Supplies
‘Bernats Y arns

ARE CARRIED IN STOCK
IN A WIDE RANGE.
THE PRICES ARE REASONABLE

Send for Circular

MORAHAN LOOMS

" 711'PICO BLVD. -+ - SANTA' MONICA
CALIFORNIA

WEAVINGS that are
unusual and individual

Scarf in Afghan wool—
any color on white.

Hand bag in Lustrone
and Rayons. The back-

Bags, silhouette and Colonial woven pic-  ground is cream and

design laid in with

Patern Lid in with  tures, scarves, and luncheon sets in a variety  black,orange, and blue.

silks. 60”” by 16”. Price

Collapsible, ebony

$14.00 postpaid. of sizes and materials. Laid in designs and .odhandio wich black

. H 17 ”
color schemes to customer’s choice. Also dress Sk cord- 97 by 12"

Price $22.50 postpaid.

lengths with laid in patterns to order. ‘
Hand carved wood beads and bag handles of ebony and other beautiful Texas

woods. Write for descriptions and prices to

MRS. GRACE RICHEY CLARKE
EDINBURG, TEXAS

If you are traveling through the Rio Grande Valley of South Texas plan to visit my Edinburg Studio




YARNS

FOR THE CRAFT WORKER

in handweaving, needlework, tapestry, rug hooking, knitting, and other arts.

The selection we offer embraces more than fifty varieties and included

amongst these are worsteds, wools, rayons, mercerized and cotton yarns
and linens.

The color ranges are large and all shades are fast. Our color lines are like a
painter’s palette in their beauty and variety of tone.

Sample cards of our yarns can be had for the asking. Let us know the work
you are doing and we shall be glad to>»nd-the cards that apply.

EMILE BERNAT & SONS COMPANY
89-99 Bickford Street Jamaica Plain, Mass.

“"HANDCRAFTS”
PATTERNS

e "
on burlap for hooking and on Smyrna = &
canvas for cross-stitch. @ aﬂ
The collection includes over sixty de- -, -
signs; some are reproductions of Colonial ‘ Resd
hooked rugs, some are modern in spirit, and 1‘
others are derived from Chinese and 71 |
Spanish sources. . “g.'f‘ &
The patterns are varied in size and are | S =

ER 3 2" x 30 $1.50 suitable for rugs, hangings, mats, and fur- 3743 297 x 36" $2.25
One of the New England  niture covers. They are priced reasonably — Cross-stitch rug design on

. ’ 7 Sm_yrmz canvas, an ex-
patterns, water colored on  and Yarn sets in Bernat’s Craft Wool can

ample from the varied
burlap by craftsmen. be obtained. selection to be bad.

Send for the sixteen-page illustrated booklet and yarn sample card

EMILE BERNAT ANDSONSCO. JAMAICA PLAIN,MASS.




