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YOU HAVE TO BE WARPED
TO WEAVE

We Have Warp - Vereol* Warp

&
Weaver’s Way

306 E. Goldsboro Street
Crown Point, IN 46307

The Weaver’s Way Alternatives in 5/% {approximately 2,100
vds. per 1b.) and 2/2 (approximately 808 vds. per lb.)
primarily are sturdy warps suitable for use with both natural
and synthetic fibers. Custom spun and dved for Weaver's Way
of 70 percent Verel® and 30 percent viscose, the Alternatives
are color fast and subject to minimal shrinkage when machine
washed and dried. Available at many handweaving supply
shops throughout the country, or send thirty-six cents in
postage stamps for free catalog and sample card.

*Eastman registered trademark,
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a happy marriage —
That's how a student-customer deseribed her experience here at
S1evers.

Excellent, high quality Sievers looms and spinning wheels and
the most rewirding insiriction you could imagine—au marringe’
if you will, Lhis summer theve will he over thirty courses taught
by tweniy two gqualified teachers.

If youwwant the best in proven equipment or il vou need pleasant,

warm guidance. then be sure o write for all the information—

it's free,

SIEVERS LOOMS, SPINNING WHEELS and
SCHOOL OF FIBER ARTS

Walnut St.  Washington Island, W1 54246

Hippiness is in Your Hands—and it Keeps You Young!
Pl

THE MANNINGS

HANDWEAVING SCHOOL AND WEAVERS SUPPLY CENTER

HANDWEAVERS —
Weaving Instruction — Resident instruction in all types of weav-
ing. Special classes for beginners. Pre-registration necessary.
Rug Wool — Over 300 colors, 2-3-4-6 ply.
Yarns — Stanley Berrocco — Manos del Uruguay — Indiecita
{100% Alpaca} — Fawcett Lirens — Lily Cottons — Chenilles
and many cother novelty yarns.
Looms — Gallinger — Leclerc — Dorset in stock for immediate
delivery.
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HANDSPINNERS —
Spinning Instructien — 1 day course. 5-4 daily. Pre-registration
required.
Spinning Supplies — Saxony, Castle and Walking Woal Wheels —
Carders — Drop Spindles — Carding Machines — Distaffs,
Fibers — Came! Alpaca-Goat — Angora Rabbit — Yak —
Mohair — Flax — Wool Roving — Silk Noil — Tussah Noii —
Natura! and Dark Fleece.

VEGETABLE DYERS —

Dyestuffs — Mordants — Dyebarks — Lichens — Special
Skeined White Wool.

For catalog and rug wool samples, send .50 to;
The Mannings

R.D. 2, EAST BERLIN, PA 17316
{717) 624-2223
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Start out

now with

four

harnesses

and easily

add four more
harnesses as your
skills develop,
saving over the
later purchase of a
new eight harness
loom. All our
looms are efficient
and attractive
tools, superbly
crafted of Oak or
Maple.

Later.

Let us introduce
you to our
complete line of
handweaving
looms and
accessory tools.

Write to us for
our free catalog
and the name of

your local dealer,

Our loom with a plan for the future

Schacht Spindlez

P.O. Box 2157G

Boulder, CO 80306
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2.4 &6 ply in 8 earthy
naturgl wool colors.

natural white wool in
various weights and plies.

3 & 4 ply wooly Berber
yarms in 5 rustic colors.

sturdy 3 ply wool
in 16 subtle shades.

fine 2 ply wool for warp
or weft in 28 custom
dyed colors.

the Heawwweight-
a bulky wool yvarn
in 9 bold colors.

carded wool in white
and natural colors.

carded wool in

9 dyed colors.

Send $3001or sample cards.

VILDE'

for HANDWEAWVI G

Custom Spun by
John Wilde & Brother, Inc.
3705 Main Stroet, Dept. w
Philadelphia, PA 19127

Letter from the Editor

it has become a tradition with The Weaver's Journal to devote quite a few
pages of each Summer issue to home furnishings. This year we are featuring
three different tablecloths, many window coverings and other projects for the
home as well.

It is appropriate in this era of energy consciousness that most articles on
window coverings are not only concerned with aesthetics but with thermal
performance as well. Weavers have to be aware of the visual impact of a
handwoven product but also of the development and use of window insula-
tion materials such as thermal curtain liners, magnetic sealing strips and
much more.

For the weaver who is concerned about designing window coverings that
perform effectively as window insulation, | suggest the following book: Mov-
abie Insulation by William K. Langdon, ¢ 1980 William K. Langdon, published
by Rodale Press, Emmaus, PA, 379 pp., hardcover, $14.95

A large section of this book deals with shutters, curtains, shades and
draperies. By following the author's advice, the cost of curtains hung for
deccrative purposes can be returned to the owner in fuet savings. You will be
surprised at the importance of the choice of fiber: Acrylic, polyester, nylon,
and modacrylics are better than woot, linen or rayon because they make
more durabie and dimensicnally stable fabrics. A fabric that doesn't stretch
or shrink will give a better seal. You will be surprised at the choice of thermal
liners on the market today.

The author discusses the economics of window insulation, gives plenty of
information on products and sources and gives detailed information on the
installation of various window coverings that give good thermal protection.

The other main subject featured in this issue is ecclesiastical weaving.

These articles range from philosophical to practical. They include many
ideas on designs and techniques.

At this time we have completed judging the Weaving Competition of
articles to be published in The Weaver's Journal. We received 55 entries,
including some from Holland, Belgium, Germany, Canada and Australia. The
entries were in the following categories: rugs 3, home furnishings 11,
handspun-handwoven 12, clothing 27, unclassified 1. Prize winners are
announced on page 21, of this issue. | want to thank all who participated in

the contest.
(e Fr. & St —
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$ JACOB ANGSTADT DESIGNS *
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TWO BOOKS REVEAL 18th CENTURY MASTER WEAVER'S RECORDS

A photographic replica of Jacob Angstadt’s pattern book; 307 covarlet . s )
and tablecioth dratts; 237 hie-ups far poin twill drafts on 6, 8. 12, 16,20, Pubdlished & Distributed by:
24, 28 and 32 shafts. C ion book ¢ ins noarly 500 o from
the protile drafts Bnd point twi ! tie-ups. Dasigns adaotable to unit weaves 20“‘6“‘:": Hol(r:ti"fla
on 510 1) shafts, Propared by Ruth N. Holroyd with Ulrike L. Bock. Pittsford, N.Y. 14634 LLS. A,
5 x 11** Hardbound set totaling 400 puges. £39.95 per ser” ¥ AR -5

Add 51.50 Postage & Packaging [$2.560 Overseas) per set — "N.Y State residemts add 7% tax. — Dealar inquiries invited.

NOW AVAILABLE!
Seminar or Warkshep. “Mlaying with Profiles®’, Interchanging unit weave
sysioms within mufti-haroess profiles. Inquire.  Ruth N. Holroyd, Instroctor
. ]
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GRANDOR YARNS

British imports

COTTONS: Exotic (see picture) & 10/ 4 mercerised on 14 b cones,

WOOL.: Berbers, rovings & fine yarns, NEW LOOPED YARNS.

MOHAIR: NEW large looped yarn of 95% mohair, 5% wool

LINEN: Knop (see picture), cotton;linen. Warp yarns 4,6, §/6, 1076, 8/3, 12/3,
16/3 & colored 8/ 5s.

SILK: "SHANTUNG" range 65% silk & 3595 wool. 10 colors. knitting patterns
available. 100¢% silk tussah in 3 colors.

MORE EXOTIC YARNS . .. “SOFIA” & “CILICIA" in Colors; mohair or wool
mixtures.

Domestic Supplies

**RIBBONS . .. RIBBONS . .. RIBBONS . . . bias & straight cut. The latest
fashion.

CHENILLE: 3 & 6 cut, natural & colors.

McMORRAN YARN BALANCE: still only $14.95, discounts available.

“CLOTHING™: Barbara Hamaker's baok $7 95, discounts available.

GRANDOR INDUSTRIES LTD.
Dept WJ, P.O. Box 5831, 4031 Knobhill Drive,

Sherman Oaks, CA. 81403, (213) 784-5855. Please note: Yarns are wholesale only. Complete set of samples $2.75.

ORDERALL YOUR WEAVING, SPINNING, DYEING BOOKS AT DISCOUNT

Any good, standard Classics and many New Titles
Alsc Needlework, Hobbies, Crafts, Dolls, Miniatures
10% discount on any U.S. books

KATHERINE RAMUS 2100 E. EASTMAN AVE., ENGLEWOOD, CO 80110

; N\
WQs%gﬁ
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IRONSTONE
YARNS

FLETCHER FRRM

Vermont's oldest resident

CRAFT SCHOOL

ENJOY A LEARNING VACATION from England THE CLASSIC 240,, s
. . i b ¥
in a hard bound, yhotographically
RELAXING RURAL ATMOSPHERE eSix Textures lllustmnngm 1200 wWeavings,
* summer weekly sessions - all]’many lnade byth-e
Eleven Shades :
* mini workshops auth-?r. wwm. ] appreclate
R the simple diagrams and
amily weekends djrecﬁogs&r 4uplmat1ng
* spring - fall workshops the desxgnsmtendedfor
Sample Cards $3.00 Vlsual guidancc’
For details & information even tothﬂse wh;o 8150—0
write to | t W h use domt mad Engllﬁh. ADD $1.75
ronstong vvarenog FOR POSTAGE
FLETCHER FARMT L w1 . R
 CRAFT 3CHOOL Uxbridge, Mass. ~ 01569 Marguerite ¥ Davison
Tal. (802)228-8770 gg;;g;
(after June 1) | SWARTHMORE, PA. 19081 J)
D (D R T
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handmade. ror you.

If you enjoy working
in yarns and fabric. ..
if you've been looking
for stimulating ideas
and projects in
weaving, knitting,
sewing, crocheting,
quilting, machine
knitting and crafts . ..
you're invited to
become a Charter
Subscriber to
handmade—the
exciting new maga-
zine that retlects your
taste and style.

Projects and Ideas

Each issue of handmade will
give you:

® Scores of useful, stimulating
projects at all skill levels.

® All pre-tested with clear
instructions that won't let you
down.

® Suggestions for altering the
project to fit your personal
needs and tastes.

#® [nfcrmation on how much the
project will cost and how long it
will take to_make.

Techniques

By being part of the handmade
family, you'll:

® Discover old and new ways to
make beautiful rugs, uphoclstery
fabrics, clothing, quilts, home
accessories—and much more.

#® Tips and advice from some of
America's best-known designers
who share their know-how with
you.

® Money-saving ways to recycle
clothing, decorate your home

and make yvour life maore creative.

Plus

® Colorful photography to show
you what the

project will really et
look like r

=
- _’F‘&H!;H‘:ﬁ&:

You're invited to become a
Charter Subscriber to handmade,
at the lowest price offered
anywhere. You won't find this
unigque Magazine on any
newsstand, either. It's only
available through this special
Charter Subscriber offer.

Guarantee

If you're ever unhappy with
handmade, let us know and we'll
gladly refund your money for
the unsent issues.

|

' de |
® Money and time- II handnﬁ

saving sources for |
materials and l
supplies.
® Beautiful photo |
portfolios of tasci- l
nating cratts—from |
old English smock- |
ing to contemporary |
craft exhibitions. |
® Step-by-step | =
information on air- 1
brushing, marbling, |
felting, silk screening |
—and more.

CHARTER SUBSCRIPTION FORM

handmade . . . life with style

Sl VW

—
Yes, I want handmade for D 1 Year (4 issues) $12.00 0 2 Years (8 issues) $22.00
O Check enclosed Charge my OMastercharge OVISA  Card # Exp. Date
Name
Address
Street City State Zip
Canadians, add $2 per year, Other Foreign, add $6 per year. Payment must be in U.5. funds.
Send to: handmade , B0 College St., Asheville, N.C. 28801 WD-2
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2. Tapestry with shaft-switching

SHAFT-SWITCHING
ON 3-END DRAFTS

STRIPED PATTERNS - PART I

The principles of shaft-switching on a 3-end draft were
discussed 1o the Last issue of The Wearer's fournal (Vol. ¥,
Noa. 4 pp. 24-26). That article includes a section on design,
This design study will be continued in two follow-up arti-
cles dealing specifically with patierns involving two solid
colors and vertical stripes.

In part I, the verncal streipes are so designed that each dark
stripe or each light stripe 15 equal in width to one unit of

the threading, thus 3 ends wide, I shaft-switching is
required, it 1s done between the pattern shafts. Thus, the
tloating warp end switches between shafts 3 and 4.

In part IT, we will deal with patterning of two solid colors
and tmer vertical pinsuipes. Both the dark and (he light
stripe He within one threading unic In this case the shalt-
switching involves shifts between tie-down shafts and
patternt shadts.,

TRNeweri ooy 7



Coming back to part I and the broader stripes, the first
example (Plate 1) shows a rug woven by Janet Hanley
which 1s woven with the use of the safety snap shaft-
switching mechanism but which does not require any
shifting during the weaving process. The entire warp 1s
threaded as ma Fig. 1.

a—
left selv. repeat right selv.
" block bangs
1 1 olo =]
2 2 o oo
o] |9 o ]
?"! 7 ol 1o
[ D
L] 1 L
[} [] D
FIGURE 1 1 L

Fvery third warp end is floating between an empty heddle
on shaft 3 and an empty heddle on shaft 4. A safety snap is
threaded on each floating end. The two outer warp ends
are doubled to reinforce the selvedges. The warp is seut at 4
epi. {1610 cm).

The design of the rug is drafred on graph paper as in Fig.
2. Tr is a two block draft. The {loating ends of the dark

units are pinned to shaft 4, the floating ends of the light
units are pinned to shaft 3. During the weaving process the

colors may be reversed by weaving shed | with light, shed 2
with dark, shed 3 with light and shed 4 with dark.

FIGURE 2

ThRNeaeri ooy 8

The advantage of this technique is that the loom can be
dressed with a very long warp. The block design can be
changed after cach rug without rethreading, Ol course, the
same warp may be used when the design calls for shaft-
switching during the weaving process.

44
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»
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=
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— —
- -
a »
a ]
] T 8
FIGURE 3

The second example (Plaie 2) is a tapesiey, 8277 (81,3 cm)
wide with a 1076 linen warp sett at 5 epi (20710 cm). The
threading 1s as in Fig. 1 with 53 units, thus 53 floating
warp ends. Fig. 3 shows the design graphed out on graph
paper 38 squares wide.

The welts are 2%/2 wapestry worsted and single spun Ice-
landic wool.



NUTMEG
TABLECLOTH

published by courtesy of

. =] .
Glimakra Looms 'n Yarns, Inc.

This tablecloth is a rustic fabric of which the fibers are THREADING, TIE-UP AND TREADLING:
cotton and linen. It is woven in an unbalanced warp twill

(—3]—} and a broken treadling. It may be woven in narrow

strips on a small loom and sewn lengthwise with the S|
brown strip either in the center or at the edges as in the

cloth illustrated here. I

WARP: 22/2 cottolin (Borgs), colors: dk. brown {224),
nutmeg (223), cinnamon (321}, and unbleached.

The warp is used twofold. A double thread will be consi- FINISHED WIDTH: 225" (58 cm).
dered as one warp end (working end),

YARN REQUIREMENT:

WEFT: Linen tow yarn {Borgs); color: nutmeg (594). Warp: 224 0.350 kg

SETT: 18 (7010 cm) working ends per inch. In a 12 dent 22%: 0.465 kg.

reed they can be sleyed two, one, two, one, etc. In a 35/10 321; 0.510 kg.
cm reed, sley two working ends per dent. unbleached; 0.090 kg.
WIDTH IN THE REED: 24" (61.4 cm). Welt: 8/1 linen tow (594): 0.930 kg.

LENGTH OF THE WARP: 11 vards (10 m). Mote than two panels may be sewn together for very large
COLOR ORDER OF THE WARP: tablecloths. u
dk. brown | 80 16 total 96 double threads

nutmeg 16 77 60* [total 198 double threads

cinmamon 40 64 60 |total 164 double threads

unbleached 16 6 total 22 double threads

* 120 double threads, one of cach color

Fheameri g 9
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photo by Victor Besster

TABLECLOTH AND RUNNER DECORATED

Table lIinens that are going 1o be used for many years and
that will be enjoved as heirlooms are some of the [avorite
weaving projects of Ava Ilessler. Ava, now living in
Boulder. hias been weaving since 1938 and has woven
inrrumerable treasures to be nsed around the home,

TABLECLOTH

This large tablecloth (95 X 627) is woven in two panels
and has a lengthwise seam in the middle.

WARP: 202 cotton, white

WEFI:
Tabby—20. 2 lincn, natural
Pattern—cotion 4-strand {loss, whire

SE'TT: 30 epi (120510 em)
WIDTH IN THE REED; 17.6” (119 <}
THREADING AND TIE-UP: See Fig. |

1234ap

FIGURE 1
TOTAL NUMBLR OF ENDS: 1429

Fhe\emery Txovyd 10

The decoritive bands in the eloth consist of overshot pat-
terning and pick-up leno.

For one row {2 picks) of leno, {irst open the shed for which
the {irst warp thread on the right-hand side is up

2:2 leno—pick up two lower threads and twist them
with the upper two.

41 leno—pick up lour lower threads and twist them
with the upper four.
Insert a shed stick and weave from right o leli. Then
change the shed and weave plain from lefi o right,

Description of one of the decorative horders

I row ot 2:2 leno (2 picks)

I row of 11 leno (£ picks)

L1 tably picks

I row of 41 leno

Frow of 2.2 leno

4 tabby picks

1 tabby pick with patrern weft

2 tabby picks

* Treadle a (tabby), 1 {(patiern), b {1abby), 2 (parttern), a
(tabby), 3 {pattern), b (tabby), 4 (patcern).

Z tabby picks

Similar to * except that each patternt treadie is repeated 4
times. Weave a tabby pick after each pattern pick.
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WITH OVERSHOT AND PICK-UP LENO

2 tabby picks
Repeat *

6 rabby picks

I row of 1+t lene

Reverse the entire sequence. taking note that now the pritt-

tern treadles will be read 4, 8, 2, 1.

Separate these decorative borders by bands of tabby.
ARRRRERAR R L
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TABLE RUNNER
WARP: 20 2 linen, naturil

WEFT:
Tabby—20-2 linen, nartural; 2002 linen. bleached
Pattern—1 stand floss, white

SETT: 30 epi1 (12010 cm)

WIDTH IN THE REED: 15,97 (39.75 cm)
THREADING AND TIE-LUI; See Fig. 1

Repear the panern 1M dmes and add 1 end to balance.
TOTAL NUMBER OF ENDS: 477

The ranner adternates bands woven with natural linen and
white Hinen. Each band has 1 single picks of the opposite
color. In the middle of cach band there is a row of 174 lena,

In addinion | overshor patterning has been used to decorate
the nacaral linen hands.

For the overshot, teadle each panern treadle 1 times.
Weave these sheds wirth pattern welt but alternate each
pattern pick with a whby pick. After one row of 441 leno,
reverse the pattern weadling. [ ]

TBNVewerd Toorny N




MIOCIK=ILIENQ TAIBILIECILOTAI

This bright red tablecloth has a subdued striped pattern
achieved through color and through a soft lacy texwre. It
was designed and woven by Ellen Champion.

The cloth is easy 1o care [or (gentle cycle of washing
machine, warm water) and afier several washings it
becomes so soft that 1t ne longer requires pressing. How-
ever, the repeated washing and machine drying causes
quile a bit of shrinkage and the dimensions given here are
somewhat small for the 36 X 74" table for which the cloth
was designed. It is shown here on a 28" X 60" wable.

WARP: Linnay (Scou’s Woolen Mills). This is a 50/50
linen-rayon blend that runs 1200 yards/1b.

3 lbs. tomato (warp and weft)

1 1b. tangerine

WEFT: Linnay, tomato
THREADING, TIE—UP AND TREADLING:

- means warp threads in the same dent
A means that a dent is skipped

T Neatbrd Ty 12

SELVEDGES: Double 2 outer warp threads through the
heddles and the reed.

SETT: 12 epi (5010 cm)

WIDTH IN THE REED: 45%" (110 cm) (547 denis)
TOTAL NUMBER OF ENDS: 527 + 4 selvedge ends.
ILENGTH OF THE WARP: 5 yards (4.57 m)

COLOR AND PATTERN DISTRIBUTION:

fcenter
44 2p4 10 44 58 20
a

-tomato Dtang:r“i-ﬁ-e_ﬂ”w_'
Dimensions on the loom: 45%"” X 4 vards 37 (110 cm X
3.73 m)

Dimensions after the first washing and pressing: 43" X 4
yards 1" (1M cm X 3.68 m)




1
“Trimity”, 287 X 547

WEAVING —DRAWING — PAINTING— PAPER

A Profile of Lorelei Schott

When I was growing up my family moved a greuae deal,
and not being a person who made friends easily, I spent a
comsiderable amount of time writing stories and drawing.
My parents were always encouraging, and no matter how
big the creative mess was I don’t remember them com-
plaining. Thus I began college planning to major in Eng-
lish (I wanted to be a journalist), but after a design course,
which I took in my freshman vear as an elective, decided to
change my major 1o art! Seven vears later after studying at
Bethany College (Lindsborg Kansas}, Uniaversity of I1i-
nois, and Wichita State University I received my BFA in
painung with a minor in printmaking. During those
seven years I also met and married my husband, Del.yle,
and the first of our 8 girls was born. While we lived in
Wichita I was able 1o complete several hours toward my
MFA; unfortunately we moved to Florida before I Finished.

In Florida I started to show my art work in turied shows
and galleries; locally at first, then regionally. I mostly did

large canvases using acrylic painis with some colluge
technigues and some drawing on them, My fascination for
space travel, which was becoming a reality in that cra of
the Apollo Space Program, influenced these painngs.

In 1969 we moved o Vestal, New York and for awhile T
didn't do much with my art. There were now 2 small
active girls and also some health problems. There were
some times during that period of my life when I became
discouraged and felt I wasn't ZrOwIng as a4 Person or an
arust. But reflecting buck upon those times I realize that
actually I had been growing and my interest in fibers had
begun o surface. Even though T didn't feel pleased with
my painting at this time it was becoming increasingly
more wextural: I was incorporating unusually textured
pieces of paper and cloth or even sand and dirt into my
painring collages. Then, mspired by a visit to the annual
New York State Cralisman show and a quilting workshop
by Elsa Brown, I embarked upon a quilting and batiking

Teeagers wong 13
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hinge that resulted in some small quilied, batiked velve-
teenn pillows which I sold in a couple of small galleries,
Then, in 1974 just prior to moving 16 Colorado, a friend
who is a weaver talked me into taking a weaving class with
her and T fell in love with the texeural possibilities of 1he
yarns.

In 1971 we came 10 Boulder and 1 joined the Boulder
Handweavers’ Guild hoping to learn more about weaving.
I did, and continue to learn more @l the tme from this
amauzingly resourceful group of women! Since 1 didn't
own a harness loom and was not sure that I wantwed one, 1

decided to take a class from Clodlde Barrett on ethnic

weaving. I realized then that I liked using a Navajo-style
loom where I could see the whole piece as | worked, and
also learned a lot about craftranship in Clotilde's ¢lass,
For about three yeurs I took several workshops in different
aspects ol {iber, ranging from ikat dyving 1o papermaking,
and also experimented at home with various fiber ech-
nigues. All were new and interesting to me but I 'didn't feel
as comfortable with these traditional fiber rechniques and
was 0ol a8 suecessful in using them as with my earlier
paintings, However, [ especially Hked apestry and it came
the closest in feeling for me o painting. Abow this 1ime 1
began doing a littde drawing and painting again and
began to think in terms of combining this somehow with
the texiural possibilines of weaving.

TheNewors vy, 14

“Tattered and Torn™', 36" X 38"

Idon’t know specitically what inspired me, though at this
tme I was becoming increasingly aware of the efforts of
others within the fiber field, such as Joanne Mattera,
Arturo Sundoval, Neda Al-Hilali, e, o step over the
boundaries that raditionally have separated art from craft.
I became really excired about the possibilities of using
fiber and fiber wehnigues in a new way 1o form my own
personal statements, 'Thus my work has taken a new direc-
ton and at this point is largely experimental, mostly
using papers and handmade papers widh fiber techniques.
Some of the picces don’t work but every once in a while
one really works well and 1 beeome very excited when a
piece equals or exceeds my expecrations. A few of my
experimental picces have been shown lately and with an
interested responsc; this makes me happy as [Heel arn is an
experience, a form of communication and thus needs an
aundience. It doesn’t mateer i the response 1s negative or
positive (art doesn’t have 0 be “beautiful” in order 1o
evoke some sort of response) as long as there is a response,

Onc of my immediate goals 1s (0 make some large woven
paper pieces with the concept of paper as public art in
mind. Also I am learning aboul making paper and using
my handmade paper (0 do some smaller scale pieces. The
biggest obstacle ar this time is finding enough time o
carry out all my experiments and ideas!

The textile pieces shown here are iniially woven on a
frame loom. The warp and sewing thread are linen. The
well 1s handmade Japanese paper, painted and (orn ino
strips. The finishing includes additional painting, draw-
ing, sometimes lolding, und a protective coat of Liquitex
medium.



L. Seven window panels for doped voof windiws, home of fohn
und Annde Denver, Aspen, Colovado.
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2. Wndow eall, home of ihck Sturga, Aspen, Colorado
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HANDWOVEN TAPESTRIES
BECOME PRACTICAL

by Elaine P. Nixon

Throughout history weaving has always been appreciazed
as o practcal, funcoiong! craby to which shie maker has
contributed artisue etforts to varving degrees. In today's
cra of mdusuializagon, when the evervday need of woven
articles has been taken over by machines, handmade pro-
ducts retain @ great value for the many people who enjoy
their sensitive creation and thewr beaury, Today. people
look hack at the artistie and funcrional qualities of the
anctent poesteies on the walls of the sione casites and
cannol separdte the visual impacr of these wallhangings
from (i aconstic and (thermal insulating properties. It is
therefore logieal that people start to think of wallhangings
as "movable insulanon’.

In 1975, Marilyn Miller, an interior decorator in Aspen,
Colorado, v archiiecr- husband Tom, and [ hecame espe-
aially aware ot problems connected with window covering
as people wanted expansive views {rom rheir homes yet

A Window shades “Movemernt” in the Patrick residence, Aspen,
Coloradeo.

R |

had to avotd large energy sinks. We set out to {ind salu-
1ions 10 comments such as: T don't like ordinary drapes™,
"I like tapestries but the windows take up just about atl
ny wallspace”™. 1 Hove lots of windows but [ wanit o con-
serve energy

Some of our {irst cliens were Jobn amt Amiie Denver
(Photo 1), Their balcony den has seven 2° X 12 (6] em X
3.65 m) windows which slope with the roof and the selar
hear made this arva uncomfiortable. Yet, what a view of the
Aspen area mountains! The panels which Tdesigned drop
down i folds below the window level so that this view can
he preserved. The brightly colored (reds and purples)
shades werr woven i rog techniques with a 1ot of soumak.
A uightly-woven commercial white cotton lning reflects
the sun and helps proweet the varns.,

4

6. Sliding dooy covering, Hichman residence, Boulder, Colo-
rado. The parnels can harndle rigid mswlation inaterial betiween
the weaving and the ininge.

Tl Vederi Toursy. 15



3. “Interrupted Spectrum,” window
tapesiries, vacation home of Ken and
Jane Owen, Aspen, Colorado.

In photo 2, an inner wall, covered with suede cloth, lines
the outer wall. [ designed the thirteen window pancls so
that when they pull down they fall into a slot between the
two walls.

Photo 3 is one of 4 set of window wapestries, “Interrupted
Spectrum”’. The set coordinates the bedrooms and baths.
Each unit is a variation of an abstract design with empha-
sis on one color for each room.

For the operation of these tapestry window coverings,
three types of mechanisms are used,

Most panels rise by means of a modified Austrian shade
mechanism. The resulting folds stack within the 1op 6"
(15 cm) of the window. This mechanism is used in Photo
4. When possible, the panels begin several inches above
the windows to leave the complete view of the window
open, as in photo 3.

FrVeaiariouny 16

5. “Elation,” Tapestries, home of Les and
Sandy Covle, L.ongmont Colorado.

L 7. Stationary window covering “Fvergreen”,
FEEEEEEE Sinith residence, Louisville, Colorado.

[ had a commission to cover sliding glass doors in a bed-
room. T'o solve that prablem, T put handwoven panels in
sliding door frames in place of screens and built a second
set of tracks for them.

Photo 6 shows another sliding door covering. The three
sliding doors in the living room had exquisite oak fram-
ing which could not be covered up. This called for another
solution. Wood frames, reinforced with steel angles,
became u Jarge bi-fold door over two sections. When open,
both windows are exposed. The third panel is hung on a
conventional hinge.

At times window tapestries are installed stationary. The
clients for Photo 7 wanted to preserve ight coming into
their living room window with a modicum of privacy.
“Evergreen’” is a tapestry of thin linen warp with linen,
wool, and cotton welts filling in the landscape shapes.
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9. Close-up, uindow in Imel residence.

10, The window panels ure hinged
together to form bi-fold doors.

11 Window panel, Imel residence.

The natural varn tones change the overall effect from
morning to night.

In 1980, I designed hive window panels and bedspread [ora
master bedroom, Photos 8, 9, 10 und 11. A view of the
jacurzl deck and moumains, plus 5 foor high privacy was
desired. Using the thin linen warp, the design for the win-
dow panels, with heavy wool wefts at the bottom, allows
for sheerness at the 10p and opaguencss below. Larger

arcas of wool well and a lining gave the bedspread i
necessary weight. Shaped picces of Iiming for the window
panels added another dimension to the design. The mech-
anisim for the window shown is the bi-fold door sohadon.

Solving window problems and adding tapestries to these
homes and athers has been a challenging and rewarding
part of my weaving career.

Handwoven apestries can be practical. [
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INSULATING
WINDOW
COVERING

by Mary Jane Svenson

When our tamily inoved imto a new passive solar home on
Chautauqua Lake, New York, the large soith facing win-
dows offered a real challenge to a handweaver.

Although triple glazed, the 797 X 997 (2 X 2.5 m) windows
are still the greatest source of heat loss in the home. The
average solar house with double glazed windows loses 50%
ol its heat through s south windows at nighe (@ well
designed solar house has no north facing windows). So,
the first criterion for our window coverings becane: pre-
venting heal loss.

Inv order to prevent heat loss, the window covering has 1o
have bulk for insulation, and a vapor barrier to prevent
humidity from passing through. It has to be secaled all
around the window so that the aiy cannot circulate in and
out, cooling on the window and returning to the room.

TreNeaerd oy, 18

A second criterion was: designing a window covering
which would complement the decor of the house. The
mterion ol the hotse has many nacaral colors, exures and
materials. The decor includes red brick {loor, light pine
tloor, ceiling and trim, natural linen upholstery, and
brown cotton corduroy upholstery as well as handwoven
rugs aned pillows,

A third criterion was: provide a window covering which
would not cover the window in any way during the day.
This was for both practical and aesthetic reasons. The
south windows are the major source of hear gain during
the day. Reducing the amount of glass available to admit
sun rays would be counterproductive. Acsthetically, the
windows provide a picturesque view of the gardens and
woods against the backdrop of Chautauqua Lake, adding
another natural dimension to the house,



In order 1o meet all these requirements ! designed a
Roman shade made with handwoven fabric and a com-
merctal ining with special insulating properties. The
outer fabrie was in plain weave 1o blend with all che exist-
g texcures m the room. Colors {from the interior of the
house were used 1 the warp, i.e. red, vellow, beige, brown,
tan and ofl-white.

WARP: Ironstone upholstery yvarns in a variety of weights,
textures and colors. These varns are rayon, linen silk
blends, Some off-white 2 ply rug wool was used: the same
as for the welt,

WIDTH IN THE REED: 33" (81 cm) {three panels were
needed).

SETT: 12 epi (31-10) in a b dent (20510 an) reed. The
Iurger reed was needed as some of the yvarns were quire
nubby. The finest ones were sleved § to a dent, the others 2
1o @ dent,

WEFI: 2 ply rug wool, off-white from Ironstone. The
varn was washed before weaving 1o soften i and make it
{lafly.
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“Astrolon” was used as a loimng. "Astrolon™ is the manu-
facturer’s rade name for a toil-nylon fabric that acts both
as a vapor barrier and insulator by rapping air between
itself and the glass. Te also has a reflective surface which
reflects heat buck 1nto the room. There are other foil-nylon
fubrics on the marke; this one is also treated with fire
retardant, an important teacure for window coverings. The
“Astrolon” also wall protect the woven fabric from any sun
damage. 'This shude should theoretically ¢ heatr loss
through the windows 63-75%.

FINISHING

The three panels were sewn together Iy hand. The
“Astrolon” was cut in two pancls to it as a lining,

A small size Roman shade can be constucted, raised and
lowered as per the article in The Weaver's Journal, July
1978, Volume L, Issue 9, page 32, Due (o the size of this
shade, 907 X 98" (220 X 250 o). these conventional
methods of making Roman shades would not work.

A bar was mounted above the window. Four pulleys were
mounted on the bar to afford ease in ruising and lowering

the shade. The vsual method would require rings and
cords every 67-10°" (15-25 em) so that the shade would {old
evenly when raised. Wirth four pullevs, only four cords
could be used across the widith ol the shade. In order 10
keep the folds straight and aid i movement of the shade,
fiberglass rods were used at B8 (46 cm) ureervals. Torizon-
tal pockets were sewn bhetween the fabric and the
“Astrolon”. The rods were inseried into the pockets and
four rows ol rings were sewn aroraul the rods. (See Fig. 1),
Drapery cord was then threaded through the rings. A com-
bination roller clamys is used at the edge of the bar o guide
the cords and hold the shade in any posinon when up.

;) — e ——

FIGURE 1 FIGURE 2

In order to keep the an trapped between shade and win-
dow, the shade is sealed on all sides. The sides ol the shade
are scaled by a molding auached to the existing casing
with spring hinges. Thus when the shade is down it is
held tight on cach side. (See Fig. 23 On the bottomn the
fiberglass rod used in the shade racks under the window
casing.

- ]

During the day the shade folds softly at the wop of the
window completely above the glass, When lowered al
night the shade seals off the cold glass and prevents con-
stant cooling ol air circulating onta the glass and into the
room. The woven fabrie gives a warmih to the room,
blending nicely with the existing (extures and furnishings
in the room. Thus the shade’s warmib is both real and
decorative, meeting all the needs of a thermal shade and all
of the personal ertreria.
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INSULATING

HANDWOVEN SHUTTERS

Shurrers really help to keep out the cold. Here only the
frames of the shutter are wood. Inside are lined woven
panels. The cloth is done in waffle weave. This highly
textured weave traps a lot of air which increases the insu-
lating features of the shutters. lis loosely woven structure
lets a lot of daylight penetrate. There arc two shutter pairs,
each having two panels. The shutters fold and can be
swung flat against the wall leaving the entire window
exposed.

THE SHUTTER FRAMES

The moulding was custom made by a carpenter using the
profile shown in Fig. 1. Then it was cut to size, mitered
and assembled into frames. The lined woven panels were
stapled inside the frame. (See Fig. 1)

Gl Veaers Ty 20

molding
(shutter frame)

.

staple or carpet tack

woven material

FIGURE 1

The four hinges used to put the frames together and the
four special hinges which attach the shutters to the win-
dow frame are marketed as “shuiter hardware'’.

Fig. 2 pictures the right-hand shutter set when one looks
in through the window from the outside of the house. It
shows how the hinges are placed.



inside shutter

oliset hinge

b, of hrnge o
[\, window frame

plate hinge

FIGURE 2

THE WOVEN FARRIC

WARP: 6142 wool {Borgs KVAL -SN-2), Colors: rust, tan,
dark brown, light brown

WEFT: Same as warp; color: tan.
SETT: 15 epi (6010 cn)
WIDTH IN THE REED: 14.9" (38 cm}.

LENGTH OF THE WARP: 10 yards or 9.6 meters {for 6
panels).

anach this surface

THREADING, TIE-UP AND TREADLING:

14 ends per repeat 1 18

Ll 1 { Z n]:]
ne W
HHTHHTR?
16 repeats
h ]
EENE
AHH
L
i
COLOR ORDER OF THE WARP:
Lighi brown 42 total = 42 ends
_dark brown 28 wial = 28 ends
tan 28 D6 ltota] = B4 ends
rust 42 +] 28 total = 71 ends

PICKS PER INCH: 15 (60710 cm).

Note that there was quite a bit of take-up writh this weave.
[f the width and the length of the panels are critical, one
should sample the weave first.

‘T'he take-up of this fabric was approximately 3% (9 ¢m) in
width and 6 {15 ¢} per yard (92 cm)} of length. |

COMPETITION FOR WEAVERS

Clothing

READ ABOUT THE PRIZE WINNERS OF THE WEAVER’S JOURNAL GREAT

Fifty-five articles on successtul projects were submitted in the following categories: Household Furnishings 11,
Clothing 28, Handspun=Handwoven 12, Rugs 3, Miscellaneous 1. The winners are listed with the title of their
artictes and the date of publication in The Weaver's Journal.

Household Furnishings

Dorothy Smith, Houston, TX
“Different But Related” Summer '82

Ann Wennerstrom, Princeton, NJ, Princeton
Weavers' Guild

"Weaving A City Skyline” Summer ‘81

Eileen O'Connor, Seattle, WA
“An African Strip-Cloth Shirt—
Without The Strips”
Winter ‘81-82

Katherine Sylvan, Kennewick, WA
“A Tale of a Talis” Summer ‘81

Dini Moes, Peterborough, Canada
"Gata Rain Coat” Winter '81-82

’ Rugs
Carrie Rogers, Columbia, MO

Spring '82

"“The Story of My Dining Room Rug”

Mary Jane Svenson, Bemis Point, NY, Chautauqua
County Weavers Guild
“Insulating Window Covering” Summer '81

Handspun - Handwoven

Peg Rasmussen, Glen Ellyn, NY, North Shore
Weaver's Guild
"Upholstered Chair”  Fall '81

Edna Maki Kniskern, Charleston, IL
“A Lacy Triangular Stole of Handspun Wool”
Fall ‘81

Joan Bouaz Koster, Whitney Point, NY,
Lamb to Loom Weaving Guild

“The Tagari: A Greek Saddlebag of Handspun
Wools" Fall 81
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MAN SHADES AND DRAW DRAPERIES

MOCK-LENO

The Hoor plans of contemporary houses end to aeate
large spaces with several tvpes of windows that can all be
seen at once, The problem rhe weaver has 1o face when
making window coverings for such a home is to design a
cloth that is equally suited for Roman shades as 11 1s tor
draw drapes, The mock-leno drapery fabrie designed and
woven by Maxine Wendler lends ieself well 1o these func-
tions when the tibric is lined and can also be used as a
sheer curtain or drape when it s left unlined.

et T -
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WARP:

P-5:2 perle cotton (3 1bs or 1.3 kg), (Lily art. 114), while
B-A very fine rayon or syntheric mill end, small amount,
beige

M-20-2 mercerized cotton (1 1b or 451 g), (Lily ant 214),
whiee

R-3/2 perle cotton (2 1b or 908 g), (Lily art 607), light rust
(-8-cut rayon chentlle (2 ths.), {Robin and Russ)

N-Fine single, slightly textured naiural wool (2 1hs)
G-Fine 2 ply wood worsted (1 b

et

LT kg

3

. i

i

s g
i o o

Note that the chenille, the 372 perle cotton and the 5.2
perle cotton are the heaviest yarns in this fabric. All other
yarns are finer. Ranking the warp yarns in order of their
weight we have C, R, P, N, G, B, M.

WEFT: 3 ply worsted (7 lbs or 3.12 kg) (Oregon Worsted
Co. Nehalem), cream white.

THREADING, TIF-UP AND TREADLING:

A AA A
4— balance 3 4—————0wu— 13 rgpeats —

{ & means that a den is skipped)

SLET1: 15 ept (60710 cm)

WIDTH IN THE REED: 407 (100 ¢cm)
LENGTH OF THE WARP: 32 vards (29.4 m)
‘The fabric shrank 10% during dry cleaning.

For the construction of Roman shudes, see The Wearer's
Jowrnal 111: 1, pp. 32-34.

Note: If two beams are available i1 is desirable to beam the
warp of the tabby stripes and the lace stripes on separate
beams.

LOOK AGAIN

A display ad of this size
= — - (27 x 2%") cost only $30.00
and will be seen by

thousands.

PROMIUM FLLECE & MOHAIR
SPINNING & WEAVING SUPPLIES

Natural dye your fibers the
colors of summer flowers—
yellow, red and purple—with
our Summer Dye Kit.

Woe are agents far Clemes & Clemes

spinning wheels and Briteany Jooms

REEDS

Dye kit includes 1/2 Ib. each of
Qak Bark, Brazilwood, and
Logwood. Regularly $11.40.

sample hook $2.00

THE WOOL SHED QUALITY REEDY FOR 560 YEARY k. SAVE $1—2 KITS ONLY $18.05|

el Offer expires 9/30/81.
PO BOX 115 209-728-3756 Send check or money order to: {
SHEEP RANCH, CA 95250 BRADSHAW Serendipity Shop

! - MANUFACTURING CO.

PO, HOK 425
WEST COLUMBIA, §.0 24916Y U'sa

(H03) T9d- 115

2,589

1523 Ellinwood, Dapt. W
Des Plaines, IL 60016

Catalog $1.00

Shewery oumy 23



Phiodas by Ellen Chame e

INSULATED R

DOUP LENO

A new solar home is the inspiration for many weaving
projects to come. One of our first needs was for an insu-
lated window covering for a north-facing bathroom win-
dow. After finding an insulated lining called Warm
Window*, a fabric was woven for the interior surface, and
a Roman Shade was made by combining the two. When
installed with @ mmagnetic tape edge seal, to reduce air flow
to a minimum, the R-factor is over R-9 with a double pane
glass window, R-7.69 ot a single pane window.

Warm Window insulation is a lightweight multiple layer
quilted fabric. The manufacturer describes the layers from
interior to exterior as:

1. An interior cover fabric of vour choice.

2. A layer of metallized Mylar 1o reflect heat back into
your room, punched with polyester for trapping air.

3. A vapor barrier of impervious polyethylene o reduce or
prevent condensation and wap a layer of air between the
shade and vour window.

4. A layer of high density needlepunched Dacron IT for
maximum insulating dead air spaces.

5. A patented moisture and mildew resistant exterior layer
of thermal suede fabric.

TRVemurs Taony. 24
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N SHADE

by Ellen Champion

The shade’s airtight edge scul is achieved by affixing an
adhesive backed magnetic tape to the edge of the window
[rame at cach side. A second magnetic sirip is adhered 1o
the inside of the shade. A sieel rod weights down the
bottom edge of the shade.

The yarn chosen o weave the Roman Shade interior sur-
tace was Alternative I and 11, 70% Verel and 30% viscosc.
‘This fiber 1s machine washable and the color selection is
good. A co-ordinated shower curtain was also woven, twao
widths wide. This is used with a clear plastic liner.

For a semt-lacy look. a4 doup leno weave was designed,
based on one of the samples shown in “Doup Leno’™ The
Weauver's Journal, Issue 10, October 1978,

WARP; Alternative I and I, several colors

WEFT: Alternative 1, rust, 6 shots per inch (2110 ain)
REED: 12 dent {(50-10 cm}

SLEY: See Fig. 1.

WIDTH IN REED: 407 (101 cm) 652 threads + 2 selvedge
threads
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THREADING AND TIE-UP: Sce Fig. 1. The doups are

attached 1o shalt 1, The crossings threads are on shaft 4,
The standing threads are on shafes 2 and 5.

XX
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T |/ R R Tor E TR R AR 2] 0
1 0
;—-—-—"';\"‘—'" p— P N — — =
% repeat 19 times .
1 . ——
X crossing thread on shalt 4 balance £ |
‘- location of doup thread on 1op heddle bar on shafl 1 Fi

—=sley in one dent

A skip adent

Alternative 11 Q - orange, R - rust, B brown, T beige, F - hax
Ahernative |1:[Q])= 0range.E’= rust Bl brown

FIGURE 1.

The doups pull the erossing threacd across under the T and
F threads. The crossing threads always weasve on top. See
Fig ¢ and 3. Because of this, the take-up is much greater
with the crossing thread than with the rest of the warp.
The crossing threads were not beamed with the rest of the
warp, but ted and wound on a weighted bar, hanging
behind the warp beam. A shed siick was used to ebiain a
clear shed during the weaving,

4

3 — e | . |
2 T
too heddie bar on shaft 1

O
/7
R F T I A — ﬁ) A—
FIGURE 2 . cotton doup thread looped FIGURE 3. path of the
around crossing thread crossing thread R under

threads Fand T

Finishing consisted ol machine stitching the ends of the
fabrie and then machine washing and dryving. Take-up
and shrinkuge was aboue 5% from the aghily swreiched
fabric as woven. T'he under side of the fabric was chosen
[or the right side because the design oreated by the pairs of
crossing threads was more prominent.

*Warm Window can be purchised from Windows, Lad.. PO} Box 9834,
Evergreen, C0), 80130 -

SATIIN

ANID [LONG=IEYYIEID [HIEIDIDILIES

by Janet A. Hoskins* and W.D. Hoskins**

Satins are such simply structured weaves and can be used
to create such subtly textured surfaces that it is well worth
examining the structural aspects of these weaves to deter-
mine if il is possible to reduce the number of shafts
required to weave them. Traditionally, the most elemen-
tary satin has required {ive shafts, an awkward valuc in
view of the great number of four shaft looms in use, and
the “most generally used fand in] some respects. . .the best
of all satins™!, uses eight shafis,

A variety of articles have been wriiten which discuss the
use of long-cyed heddles 10 increase the pattern capability
of any loom. Mury Atwater? refers to thas rechmgue as
the English method of weaving, however, Luther Hooper?
indicates that the technique originated mn Asia but was
practised it England from the eleventh cenmry. Diane

Fabeck has established in her article “l.ong-Fved Heddles
and Riusing Shed Looms™ that for a rising shed jack
loom, long-eved heddles can be used o facilitace the weay-
ing of a “hive-shafll” satin on a four-shaft loom. Trial and
error was used to determine the threading, treadling and
tie-up sitwe no systemaltic algorithm existed for determin-
ing these componenis of the satin weave structure, when
double threading on long-eyed heddles was 10 be used.
The ensuing discussion illustrates a simple method of
obtaining the threading, weadling and  tie-up sequencees
for any sann weave, using a double threaded warp with
long-eved heddles on a rising shed jack loom.

¢ Dept of Clothing and Textiles, University of Manitoba
** Depn. of Computer Sacnee, University of Maniiohba
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Technique {or Deriving the Threading,
Treadling and Tie-Up

The number of double threaded satins possible on a given
mumber of shafts is determined by the number of different
combinations of (wo shafis which can be formed. In
mathematical terms, this is expressed as the binomial coef-
ficient (5;), where n iy the number of shafts, or (;%}rz.
Clearly tor four *shufls('h"(\“ 6), six combinanons of
two shafts are possible, for fn('(’“‘“\"’—l()) ten are
possible and 120 combinations are possible on 16 shaits,
Yes, this does mean that a 120 shaft satin could be woven
on a 16-shaft loom! This would, however use 120 treadles
{or 120 lags on a dobby loom) and have a 119 thread foat.
Since this is obviously not pracical, or not necessarily
event desirable, we will confine our examples to satins
which would normally be woven on eight shalts or fewer.

“h-Shaft”’ Satin on 4 Shafts

Since a satin 1 merely a form of re-arranged wwill, an
interim stage in deriving the threading, weadling and tie-
up for a “'b shaft” satin can be the derivation of these
seqquences {or a straight 471 1will.

The threading is wniten down so that 1t represents five
distinct combinations of (wo harnesses threaded on a four-
shalt loom.

1234 s
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FIGURE 1

Each end must be threaded on two shalts as above, with
the heddles being of the type described by Diane Fabeok?,
The bottom of the eye of a long-eyved heddle for a rising
shed loom is at the same level as for a regular heddle but
the eve extends all the way o the heddle rod.

As five different sheds are required, we will use five rea-
dles and the ireadling sequence can be written simply as:
123465

|

FIGURE 3 ]

The ae-up is obtained by waking the complement of the
threading matrix,
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This process can be proved mathematically but a quick
glance au the threading, treadling, te-up and resuliing
drawdown indicates that the required structure has been
achieved.
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FIGURE 4
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FIGURE 5

At this point, it 15 a simple mater © re-arrange  the
columns of the tie-up marx so that a satin fabric
produced.
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“8-Shaft” Satin on 5 Shafts

Using exactly the same process as given in the previous
example, the tollowing “8-shaft” saun can be doubie
threaded on 5 shafis. As before, we have an interim strue-
ture which 1s a siraight 777 twill.
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FIGURE 2 I )
FIGURE 7 7/1 twill FIGURE 8 “8-shaft” satin
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MULTIPLE SHAFT WEAVING

M’s & O’s WITH TWO FOUNDATION SHAFTS

by Jane Evans

In our sevies on multiple shaft weaving we have, so far, only looked at twitl and twill related weave structures. In the following
articles we will take a look at some weaves that arve very familiar to the 4-shajt weaver and study how these structures can be

expanded 1f one has more than four shafts available.

The first article in this series deals with M’s and O's and is contributed by Jane Foans, @ weaver from Saskatchewan, Canada.

TRADITIONAL 4-SHAFT M’S & O’S

Most weavers have (ried the traditional d-shaft weave
called M's and O's. Its draft, Fig. 1, has two threading
untits;

A—a srraigh twill unit

B-a broken mwill unit
Each of these units may be repeaced o the threading to
make 1 block,

Y ) pseudo-labby

FIGURE 1

The units themselves can he expanded into wider units of
8 or more threads each. See Fig, 2,

123458
y 2B
A
H Y peeudo-

tabby

FIGURE 2

As seen in Fig. I, one can also thread vertical stripes of
plain weave. This threading unie (1,1} can be used for
selvedges, borders and lengthwise stripes.

In the welt direcrion, true abby is impossible on this
threading. There 1s a pseudo-tabby, woven by aliernating
weadles b and 6 (see Fig. 1) but this gives long floats in the
stripes wlhich have been threaded on (1,43, See Fig. 3.

While juggling of threading cun produce further float
variations, 237 they do not easily lend themselves o
designing. In praciical 1erms there are only two design
blocks in traditional 4-shafc M's & Os,

psaudo-labby

FIGURE 3

DESIGNING IN M’'S & O’S

The goul of “correct’” M's & (Fs strieture s areas of tabby
(balanced plain weave) allernating with weft-face areus.
These two structures interchange to create patterns via tex-
ture. 'The light and shadow of tabby versus welt ribs create
strong comirasts, Obviously a warp sett that produces wefi-
fuce arcas 1s going to present problems when tabby is
wanted, and vice versa. A lirm sett and solid beat are neces-
sary. 'The finishied fabrie will have deflected threads where
the 1wo arcas meet. Se¢ Photo 1,
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Knowing the “correct™ visual effect, @ weaver can then
create new vanations of this weave,

For wear and stability it is best to design patterns with (he
largest surface arcas in tabby. Keep in mind that the well
floats can hecome sieazy and wear quickly if o loosely
woven. Longer sections of wefo ribs will becone vulnera-
ble. 'Thus a short arca of ribs may be accepiable, although
the same sett and beat used for longer pattern arca may
become oo loose,

A fine varn with good loft weaves up best: this favors
cotton. Usually the weave 1s done with the same color in
waurp and weft,

For further informanion on M's & (O's as -shaft weave or
how to design in M's & (s, there are several good wexis.
L2346 One of the atractions of M's & O's for the 4-shalt
weaver has been chat ir can be done easily on a councerbal-
anced loom.

M’S & O’'S DRAFT WITH TWO
FOUNDATION SHAFTS

The weaver with an 8-shaft loom may be tempied o
enlarge the dratt by simply duplicadng the first four shafes
on the back lour {Fig. 1. However, this gets awkward {or
pattern designing because the resulant 1 paitern blocks
work together, somewhat as in crackle weave, Obviously jf
no true tabby is possible in both the A and B blocks ar one
time on 1 shafts, 10 still is not possible when they have
neighbaring threads on the other - shafts. So if the back |
are treadled for a pattern block to appear. the ront 4 can-
not form a nue tabby background. No one pattern hlock
can ever act alone,
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FIGURE 4

Breaking away [rom the restrictions of a habitual draft can
lead to new possibilities. Harrier Tidball did just that in a
1957 study?. Her work on a 2-foundation shalt threading
system for M's & O's 1s brielly shown in Handloom
Weaves, yet seldom seen clsewhere. It offers a great deal of
design possitilities for the multiple shali weaver.

T Neers ourny. 28

The M's & (s siructure of 1abby angd wefr ribs remains,
but the drafting 15 wholly revised. Three outstanding
advimtages result from the 2-foundation shaft system: (1)
full tabby is available both horizontally and vertically; (2)
all blocks are capable of being patiern blocks individually
or combined, and can be woven as tabby: (3) the simple
dratting system can easily be expanded on paper and is
visually clear.

Fig. 5 shows the block threadings for 2-foundation shafe
M's & O's on 16 shafrs. | and 2 become loundation shafis,
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FIGURE 5

Fig. 6 shows the threading, de-up, readling, and draw-
down for 2-foundanion shaft M's & (s on 8 shafis.

threading tie-up
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FIGURE 6

Selvedges, plain weave borders, and vertical stripes arce all
threaded on shafts 1 and 2 alternanely,

DESIGNING WITH THE MULTIPLE
SHAFT M’S & O’S DRAFT, USING TWO
FOUNDATION SHAFTS.

A great asset of this threading is the flexibility and sim-
plicity of designing, Pattern blocks can be planned with a
profile draft. Fig. 7 shows a simple point pattern and a few
of the numerous designs possible. Tie-up is likewise
straightforward because blocks can casily be combined in
the tic-up. Such a flexible system encourages experiments
and changes on both paper and loom.
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The tie-up s based on the threading draft alternating odd
and even shafts. For a pattern block (a non-rabby area), the
desired block's even pactern shaft is ted togerther with the
add foundatiem shaft. Then fis odd pattern shafe is ded
wgether with the even foundation shalt. This 1s done on
paired treadles. Going back (o Fig. 6, hlock A (controlled
by parttern shafe 8 and 1 and foundation shafrs 1 and 2) has
treadies 3 and 1 1o form its texture, Compare 1ie-ups on

I

tabby treadle | with pattern treadle 3, and tabby eadle 2

In Figs. 5 and 6 there are 8 warp ends per block. This
number is not rigid. As long us the odd-even shaft order is
retained with the two foundation shafts, even the halves of
the block could be made of different amounts of threads.
Fig. 8 shows some possible variaton. Block A has 12 ends
for two symmetrical ribs. Block Bi has 10 ends, which will
tormt asynunetrical ribs, Concevably only one of the ribs
need be used, as at Av. OF course, this 1s an incomplere
of the block, seen on the left, Block ArL gives i@ looser look-
block and care wonld he needed if a full block using shali 1
were included i the plan,

Photo 2 15 a sample threaded according o draft 9. The
tie-upr 1s shown in Fig. 10.

N it R e

208 shaft AMs and s sampler

with pattern treadle L1 is seen than the blocks not fornn- Specilics Tor the sampler are: s he-up
ing a pattern are fied up for wbby on each readle. Block B .
e _ _I L ‘. . . . WARP: 2 8 conon, bleached é
{threaded on pattern shad 3 and 6 and foundation shafts |1 3
and 2) 1s woven as texture U treadles 5 and 6 are alternated, WEFIT 2 8 cottomn, black 38
A 1
Block € is woven by weadles 7 and 8. Blocks A and B SETT: 21 ebi (100 10 can FELEL kL
. . SEL: 21 epl :
would combine as pactern if treadles 9 and 10 were used. P am) \3{\4{\3/\(:/
Blocks BC are on readles 11 and 12; AC are on 13 and 14 REFD: 12 ept (30 10 ¢ 2 per dent a
. [
and ABC are on L3 and 16. Only those treadles needed for a R . . -
: - ’ _ - TTE-T'P: see Fig. 10 FIGURE 10
design need be ried up, so a loom would not necessarily !
need as many treadles as Fig, 6 indicares.
In Z2-foundation shaft M's & O's a loom's maximum
number of pattern blocks can be calculated as {ollows:
Divide the number of shafts by 2, then subtact 1. Thus an c e e o c
B-shaft loom gives % - 1, or 3 pattern blocks. On 10 sluafes & 8 5 & T
- i - - - - - N 1—' —
there are 4 blocks, on 12 there are 5, and on 16 there are 7 B 5 Ao aa = NE a
. C
possible pattern blocks, -.. ... ..— -
B
A
profile draft
threading
T I I3
IRERNEE] 1 . 11
an
4 !
Y
A B G c B A
c c a2 c £ A
o = T o
S o = a
B8 al
X5 X2 X2 x2 X2 X6 X2 X1 x2
FIGURE & thread-hy-thread draft of sampier
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TREADLING:

1

o) %" T'abby

3

-I} X (A block)
7

8) 1X (€ block)
b

o) 14X (B block)
3

5

6 X (B)

7 "
3
LRSSV
1

Black cotton wedt is used for clariey. Notwe carefully the
points where the corners of blocks touch, Going up (he
diameond the right side is in close contact, while the left
blocks are inore distindt. When the block order is reversed,
the right ones become ess close and the left ones touch.
‘This is because the two wreadles within each block's repeti-
tion were not reversed in order when 1the order ol the
blocks wis reversed.

Also note how the hackground is influenced by the width
ol the Mock, seen on the leh. Block A gives a looser look-
ing ground than its neighboring plain weave threadings,
or neighboring shorter hlocks.

8-SHAFT M’S & O’S PLACEMATS

WARP: 262 Knox linen {color b03, blue)

WEFT: Same as wat)s.

SETE: 24 epi (1000 10 emy ina 6 dewt (2010 em reed. Such

a reed reduces the fricrion on the linen and provides a good
shud.

WIIDYI'H IN THE REED: 132 37 (3.7 em).
PROFILE DRAFT

[] | ] a [ block
ENEEENENENEEREW Illll block
ans Il! II: =I= N BEE block
labitry

Ba O

ends ends ends

THREADING DRAFI'S OF TTIE BLOCKS AND

TIE-TU'P:

I
|

ama)

Ihreading draft ol hiocks

C B A tabiyy
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3. Ms and s placemats

WEAVING INSTRUCTIONS: Treadle tabby for the hem
and the 2 (5 ¢en) border. Treadle block A for 12 picks.
‘T'readle blocks B + C {or 86 picks, ireadle block A {or 12
picks. *I'readle block B for 36 picks, treadle block A for 12
picks*. Repeat between asterisks 12 times. ‘Treadle blocks
B + C for 36 picks, ireadle block A tor 12 picks und finish
with tabby.

FINISHING: Machine wash several nmes, with hot water.
Iron with vigorous frictaon and hot iron on damyp cloth.
Hem.
SIZES:

Off loom: 217 (h8.5 e X 153%" (33 cm)

Finished: (hefore hemy 207 (51 ¢} X 12%7 (32.5 cm)

AMOTUNT OF YARN NEEDED: 9 mats require 4 oz +

wiste,
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Felting is an ancient fiber technique that makes it possible to create clothing and other textile from raw wool. There
is evidence that the art of felting was known before man could spin.

The creation of mittens, socks, hats and other textile forms from the carded raw wool and the use of some warm
water and soap is truly fascinating. It takes about one hour to make a hat. A pair of socks takes two but when you are
all through, you have really something nice and warm to wear in wintertime.

The picture series illustrates the process of making a felted hat,

2. Cut a hat shape out of a sheet of plastic, the weight of light card-
board. The pattern has to be 50% bigger than the finished product
because of the high shrinkage involved in the felting process.

1. The wool has to be carded. Use either hand cards or a drum such
as the one shown here. A drum carder does the job fast and the wool Gunella Askeafons is fronn Steckbohn, Sweden, where these fhotos were
comes off in bigger bats. taken.
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3. Place the carded raw wool on top of the pattern. Make the soap
and hot water ready for use. A gentle soap such as Ivory liguid
should be used in the United States.

4. Asone layer of wool is put on top of tha other, the directions of the
fibers are crossed.

5. Pour the hot water and the soap onto the wool. The first side of the
hat will take shape by rubbing the soap and water into the wool.

ThelemerdJoaany 32

6. Now prepare the other side of the hat. The pattern is laid on top of
the first half and will be on the inside of the hat. Fold the raw edges of
the wool over, on top of the pattern. New wool is laid to build the
second side of the hat. The raw edges are folded under the hat. Rub
with scap and water.

e W e
.'!.-"_.\_-F

8. Finally, the hat should be tried on before it is dry. .



PRODUCT REVIEWS

THE MACOMBER LOOMS

The Macomber Looms company manufac-
tures two types of add-a-harness looms: the
portable model (Type-CP) and the Type-B
folding model. Both have rising sheds and
are shipped fully assembled and ready for
work. Their catalogue, available by writing to
Beech Ridge Road, York, Maine 03903, des-
cribes the lcoms well. It gives the available
weaving width, shaft capacity, mechanical
specifications, design features and the many
options that confront the weaver when order-
ing these custom built looms.

The portable model combines hardwood and
plywood for maximum strength to weight
ratio. My 8-shaft model has two beams, cne
with a warp beam ratchet and one with a fric-
tion brake. The weaving width is 247 (61cm).
Its compact size (11" X 31" X 37" or28 X 79 X
94 cm) opens up to an amazingly resilient
floor-loom on which just about any kind of
fabric can be woven. The tie-up is done by
means of hooks which should not be left in
place when the loom is folded. The loom has
casters and handles and can be carried by
one person. Its compact size makes it fitinto
many passenger cars in¢cluding the VW Rab-
bit and the CJ-5 Jeep. This loom is great
when space is limited, for workshops, for
weaving narrow fabrics and for fast experi-
ments. A heavy clumsy foot on the treadles
may make the tie-up hooks jump off but now
there is a second type of hook available
which should eliminate this problem. A regu-
lar chair can be used as a weaving bench.

The heavier, folding Type-B is built with the
multiple-shaft weaver and the textile de-
signer in mind.

For a weaver interested in a medium wide
4-shaft loom, there are many good loams on
the market. The criteria which are generally
most important to this buyer are the looks of
the loom, the size of the shed and the con-
venience of the brake system. If the weaver
wants a wide loom or becomes concerned
with the speed of weaving and wants more
sophisticated mechanical systems for pat-
terning, the demands he puts on his in-
vestment becomes quite different. The
Macomber looms have earned their reputa-
tion of satisfying the needs of many weavers
who appreciate large numbers of shafts,
skillful mechanical engineering. wider weav-
ing space and more.

To a great extent, each loom is custom built
with a choice of width {up to 72" or 183 cm),
choice of number of shafts {up to 32), choice
of beams, choice of brake systems, choice of
heddles, etc. Please refer to the catalogue.

tvpe B —

folding

Shafts can be added later but note, however,
that the 32" and up looms are only supplied
with a 10-shaft frame. If onpe plans to
increase the shaft capacity later to more than
10 shafts, a larger shaft frame has to be
ordered originally.

The thin all-steel shaft frames are suspended
with chains from overhead jacks. The fact
that they swing freely is considered a nui-
sance by some weavers and an asset by oth-
ers. | fall into the latter group because it is
easy to remove or add heddles during the
lcom dressing. It alsc can help to avoid warp
breakage under certain circumstances.

The Macomber looms truly invite the weaver
to experiment. The connections between the
treadles and the shafts are guickly made,
there is little loom waste of the warp, and the
loom can be dressed easily and comfortably,
An ingenious weaver can even demand mare
from the loom than what it originally was
designed for. For example, if an extra treadle
is needed one can tie a pull cord to some of
the upper shaft frames and thus make
pull-sheds.

However, as with any eguipment one alsc
comes across stumbling blocks. My loom is
56" {142 cm} wide and has 20 shafts. | must
admit that | have not yet found a way to lift 19
shafts while trying to reach out to throw a
shuttle through the shed.

t would appreciate hearing from someone
who has a 32-shaft loom. How do relatively
thin treadles that by nature have a certain
amount of flexibility and can only stand a
limited amount of stress, lift 31 shafts which
are |oaded with a 72" wide warp? How do the

fyvpe (P —  portable

bronze jacks hold up if they have to lifta 72"
wide shaft on which there is a 72" densely
sett warp?

The Macomber Company provides the designer-
weaver with good handlooms hut the chal-
lenge still exists. How does the weaver take
the best advantage of his loom and how far
can he push his demands?

Clotilde Barrett

w

TVM

TREADLE MINDER

This is a simple loom accessary to be at-
tached in front of the {oom by means of two
screws. It holds removable cards on which
the weaver writes the treadling sequence of
his pattern. Above each treadle number
there is a hole drilled in the wooden card
holder. As each shed is made and woven the
weaver moves a peg to the hole right above
the next treadle or harness combination. The
weaver is thus always reminded of which
shed he has te open next.

There are two models available, one for
horizontal mounting. the other for vertical.
They cost $12.20 each. 25 cards cost $5.00.
Sievers Looms, Washington Island, WI
54246

TBNeworsFoemy 33



COMPUTER LOOM

Computer Loom is a program for doing
weaving drawdowns and reiated graphics on
an Apple Il computer. It requires 48K RAM
{and uses nearly alt of it!), Integer Basic in
ROM, cne floppy disk drive, and (as written),
a Trendcom 200 {or Apple Silentype) printer.
It is available on diskette from: Tim Trudel,
1001 S Washington Ave., Fullerton, CA
92632 Telephone inquiries may be made by
calling (714) B70-1916. Price is $30.00.

Although similar in function to other pro-
grams described in this journal, this program
has some distinctive features all its own. The
“weaving” resources include: 140 warp
threads, 186 shafts, 100 treadles (), and 80
weft picks. Threading and tie-up are seither
entered manually or retrieved from files pre-
viously stored on the disk.

When the system is booted from the disk, the
program is automatically loaded and run.
The list of resources is displayed and you are
given the option of a list of instructions or
getting directly to work. Selecting the latter
then brings you to a decision whether a new
threading will be given from the keyboard or
an cld one brought from disk. Assuming the
first choice, you then proceed with the
threading and the tie-up. Opportunities far
error correction are provided. Each part of
the draft can be saved on the disk and/or
printed out (see Fig. 1).

Fig. 1
Coming to the treadling and weaving, one is
presented with a large menu. In our example

FIGURE 2

may alsc operate by specifying the shafts to
be raised for each pick, or, it you have
planned your weft in advance, go to the
“Dobby mode” and tet the program do the
job.

Once the drawdown is finished, it may be
printed (but not saved to disk}. The printed
drawdown of our example {done by patch-
working on our 460G Paper Tiger) is given in
Fig. 2.

The strong points of this program are: ease
of use, flexibility in weaving mode, fairly
large number of shafts. and, most of all,
lightning-speed graphics. It can throw a shot
in much less time than a live weaver can.
This program is a versatile design tool
because the threadings and tie-ups can be
stored and recalled as separate files. Thus,
threadings can be combined with tie-ups at

the discretion of the weaver. Each treadling
will then produce a drawdown that can be
printed out to look exactly like conventional
drawdowns.

Its weak points are: that there is a rather tight
linkage between the choices of warp and
weft colors which limits the possible color
effects; and that one cannot save the draw-
down to disk.

On balance, we regard this program as being
a very useful aid to the textile designer and
one worthy of being added to your computer
weaving library.

Earl Barrett
Our weaving sarple s faken from “A Portfola of American

Coverlels” compited by Carot Sirickler. (See Book Re-
VIBWS ).

we chose to enter the treadling sequence as
if one would weave on a treadle loom. One
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1. Burse and veil of handwoven smooth and slub silk using the same handwoven fabric for the applique cross with metal thread

embroidery.

phaoto by WS King

ECCLESIASTICAL WEAVING

Perhaps the greatest difference between domestic weaving
and weaving for a house of waorship is that the later must
serve a specitic function and very often has a dictated color
scheme or design idea, plus an established size. Tt is very
much like being an architect. The weaver-designer 1s given
a specific set of environmental situations. The architect
may have the land, the site, and the general ideas of the
clients and must come up with a design that suits all the
needs; those of the clicnts as well as those of the land and
environment, The weaver is faced with very similar speci-
fications. For example, in 80 percent of all commissioned
liturgical woven work, the house ol worship already
exists. Furnishings have already been piaced in the church
or synagogue and the color and design of these existing
pieces must be taken into the scheme of the overall picture,
This does not necessarily mean that a conlemporary
design will not fit into a pseudo-Gothic chureh; it merely
means the challenge in greater.

In thinking about ecclesiastical weaving the very word
challenge is perlect. The challenge 1o create the piece that
will suit the established enviromment which will be its
permanent home will cause all the wheels and rusty cogs
of the mind to grind a little harder. Ecclesiastical weaving
is not for the faint of heart, nor the amateur just stariing
out, because it asks a great deal of its aeator. It 1s this
challenge which perhaps makes it so gratifying.

by Bucky King

One of the unique features of weaving lor the house of
worship is the acsthetic ego which lures many amateurs 1o
feel a desire 10 weave something up for their chureh or
svnagogue. [t seems this urge has caught on more in the
last cight years with more classes in weaving available to
amateurs. S0 perhaps a few brief words are in order here.
When you are stricken with this urge 10 weave somcthing
up for your church, minisier or rabbi, there is one thing
vou ought to consider very seriously. Is vour urge based
solely on the desire to have someithing vou made gain
acceptance in the eves of your fellow humans, or are you
honestly mterested in making something really worthy of
a gift to God? There 1s a datference. Too often the amateur
asks the rabbi or priest if they would like a new stole or
hymmnal cover and then rushes home o oss it off without
any further consideranons, except the personal gratilica-
tion that they made an item for their rabbi or priest. They
create what they want to aeate, il you can call 11 that,
without thought for s use. color blending, wearability, or
function. I recently recalled a rural service m a simnall
churel: in Montana. The minister was wearing a poorly-
made green stole which made no visible effore (o blend in
with the other green textiles used on that Sunday. To
worsen the situation the stole was woven of wool, too
heavy for comfbort in the summer months when green was
predominantly used. Tnoted all these things and remained
silent unul 1 had a quiet opportunity to ask the minister
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about the offensive green stole. He looked at me sadly and
replied, “You see, one of my parishioners asked me if 1
didn't want a new stole because she had just taken up
weaving and spinning. She didn’t bother to ask me about
the fiber, use, weight, or color; she just rushed off happy as
a lark and made 1t for me. Even though it clashes with the
other greens on the frontal, I haven't the heart 1o hure her
feelings.””

The serious weaver who has this urge to weave for the
chureh has o far different approach. It is based on the same
approach used by professional weavers who earn their liv-
ing or a part of it, doing ecclesiustical commissions, The
dilference is that the professional weaver 1s usually called
in to submit for a speciflic item. whereas the serious ama-
teur may often elect the item he or she may wish 1o make.
S0 let us consider an imaginary example. You wish to
weave somethung for your church and vou really do not
want to do something large. so you elect to weave a fine
linen corporal for the altar. You [irst pay a visit to the
clergy o have this idea approved and if vour church or
synagogue has an art committee you next visit them with
your sketches and ideas as well as linen sampies and weave
samples. All this necessitates some careful thinking and
wark on yvour part befare you approach the clergy. If vou
are nor an artist (ard many weavers are not artists) yvou
further seek the advice of a reputable textile artist concern-
ing anv design motif vou are considering. One does not
Just slup a cross m che frone cemter of a corporal because
one has seen this safely done before. One researches ro find
out whal liturgtcal mouf may be suited and then looks
carefully at all the surrounding design on the fair Linen,
the tronral, the burse and veil, etc., to be sure that vours s
going to blend in wath the whole picrure. Then and only
then are you ready to submit a design 1dea. and, hopefully
an alternative so that there is some choice. You do not
skimp on material cost, even though you will be paying
for this, since the corporal is a donation to your church.
You obtain the best linen thread suited for the project that
will dent up at least 60 to the inch (240710 em). When your
project has been accepted by the clergy and che art commite-
lee you weave up the corporal and hem and finish the
entire piece properly before presendng it to the church.

Now quite a few of you are going to say “dent up 60 o the
inch? Never”. You had in mind something around 14 to
18, perhaps stole material, or vou saw this wonderful
Torah cover when you were in Chicago last month and
vou could adapt that design and make one that was similar
tor your own synagogue. I these are vour thoughts then
you are not the serions amateur and the whole idea ought
to be tabled.

The prolessional weavers approach ecclesiastical commis-
sion work in a professional manner. They do all the
needed research for design ideas. fabrie use, and they go o
the house of worship (or leok at many slides and photos)
to gain an insight inte the {eeling the existing environ-
ment 1ndoces. They match up color use or contrast i1, as
the case may be, and they consider very carefully the func-
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2. Gold burse with applique and metal thread work. The green
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fabric used to make the cross is hand woven, left over from the
matching veil. photo by W.S. King

tion of the piece so that the thread selection fits this speci-
fication. When they are ready to make u presentation to the
clergy and the selection committee, they come fully pre-
pared with neat skeiches, thread samples, weave samples,
and color ideas. They prepare a written contract, stating
all the terms invelved, which 1s signed by both parties.
Then and only then do they go to their studio to weave.

T'he challenge here 1s oftenr assembling the right colors of
threads in the right fiber content as well as coming up
with an original design idea that can say something to the
viewer. It 1s often necessary (o be a member of the diplo-
matic corps as well in order to deal with the jolly little
rotund priest whao insists on a [ull conical chasuble when a
straight cut gothic style would better suat his {igure, or the
memorial giver who insists upon silk being used when
linen would far better suit the style of the church and other
rextiles,

The challenge is in being willing to undertake all the
many facets and different laws which govern all our differ-
ent religious bodies and thus affect the colors, styles,
design and echniques. In the twenty five odd years I have
done ecclesiastical design for textiles in both weaving and
embroidery, I have gained a great deal of knowledge and
background concerning symbolism as it differs in each
religious body. Many of us are {ine weavers, for this is
merely the technical part of this work. Not all of us have
the patience and desire (o 1ackle lilurgical weaving. There
15 1o room in a brief article for all the technical require-
ments governing all the various religious bodies, but 1
have included a list of reference books which should be
most useful for obtaining the technical knowledge. As a
professional fiber designer, it has been a very gratifying
experience and one that has been financially rewarding as



well. Perhaps the greatest advantage 1 have had is my
technical skill in several [iber areas besides weaving,
allowing me to dally in printing, embroidery, and lace as
well as woven pieces. I have not mennoned costs because
this varies with each commission depending upon the
expense of the materials and the tme involved, or
15 nfluenced by a specific budget applied to any given
itemn. Certainly one uses the very best materials the church
or synagogue can afford, but very often the bes( suited for
the job does not mean the most expensive. A simple {or
mula tor calculating cost is:

Materials + time and labor (includes rescarch, mount-

g and presemtation) + overhicad cquals retail cost

figurc.
Many other professionals prefer a cost based upon the
square foot, or square inch, because this is uniform for
every cominission. For the serious amateur, some churches
and synagogues will give tax deducnon letters so that the
weaver may gain tax credit for the donation.

Liturgical work of all kinds offers the weaver a cemend-
ous reward, not so much in monies earned but in knowl-
edge gained and experience stored. Each piece is a new and
dillerent problem and that is what design truly is: problem
solving. The thread we weave is truly the line in the service
of design. a conunuing challenge to all of us involved
with warp and wefL.

Detailing all the fiturgical requirements for all the differ-
ent religious bodies simply cannot be done in a brief arti-
cle. However, for those seriously interested, the following
list of references will be most useful.

Child, Heather and Colles, Dorothy, Christian Symbols.
G. Bell and Sons, London, 1972,

Dean, Beryl, Ecclestastical Embroidery. BT, Batsford Lid.,
1958 (includes size requirements and color laws for
many Christian denominations).

Dean, Beryl, Church Needlework. BT, Batsford Ltd., 1961
fderails specific make-up for items which are used
most frequently},

Ireland, Marion, Textile Art in the Church. Abbington
Press, 1966.

Kamph. Avram, Contemporary Synagogue Art. Jewish
Publication Society, 1966,

Wilson, Jean, Weaving is For Everyvone. Van Nostrand
Reinhold Co., 1979,

Freehof, Lillian and King, Bucky. Embroideries and
Fabrics for the Synagogue and Home. Hearthside
Press, 1967,

King, Bucky and Martin, Jude, Ecclesiastical Crafts. Van
Nostrand Reinhold, 1979 (you will find many more
references included here as well as directories of artists
and religious communtities},

THE EUCHARISTIC VESTMENTS

In the directives on vestments in the post-Vaticanr 11
reforms, there are (hree things thin are siressed: color,
forin, material. The American Bishops in Environment
ared Avt in Catholic Worshap, state ““The more these vest-
ments fulfill their funcuion by color, design and envelop-
ing form, the less they will need the signs, slogans and
symbols which an unkind history has Tastened on them™.
From this statement we come 1o understand that the vest-
ments themselves are the signs and symbols, not the orna-
mentation place on them.

“Enveloping Form™ is a classic defininon of the chasuble:
to enclose in. The chasuble is derived from easula, a gar-
ment covering the wearer entirely, It was likened to a “lir-
tle house™ {casa: a cottage). Most historians agree thar the
carly form of the chasuble was a semicircle joined down

by Kim Malloy, oss

the center front. (See Fig. 13 In this form (conical) the
movement ol the arms are somewhat constricted.

With the advent of the damask, brocade and velvet weaves
came an alteraton in the shape of the chasuble. In the new
form the shoulder lite was shortened, {reeing the arms
from the weight and suffness of the new tabrics, This {orm
became known as the Gothie chasuble. As this process
contimued, more and more was cut away, coming (o an end
in the Roman chasuble. {(See Fig. 2)

Beginning around the turn of this century came the revival
of the {ull chusuble. (See Fig. 3) This chasuble differs in
[orm Trom the earlier ones, in that the shoulder line is
raised, giving greater freedom of ann monion 1o the
wearer. In designing a form or using one of the iradittonal
[erms we must remember that enveloping s the nonmn.
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The chasuble 1s 1the vestment of the Eucharistic Linurgy.
Thus, the wearing of the chasuble states that a Fochariseie
Liturgy 1s taking place. Color states the season and type ol
feast being celebrated: white for the seasons of Chrisimas
and Easter; red for Pentecost, Passion (Palim) Sundav,
Good Friday; violer for the seasons of Lent and Advent.
Green is to be used for Ordinary adme: white for the feasts
of Mary, the angels and those saints whe were nol marivrs;
red for martyr saines. Rose s appropriate tor e Sundays
midwiay through Lentand Advent; black for Masses of the
dead; white [or the funeral lirargy. Juse as the church does
nol prescribe a defoure {orm tor the chasuble, the colors
are not any partieular shade or o For example. all
violets are lunrgielly violer,

Now that we have encountered color and lor, we come to
materiitl in which the handweaver can excel. I al one tinie
damask, brocade and velvet could determine the chasuble
form, we must now let the [ull chasuble lorm dictate the
type of fabric we design and weave, Because of s shape,
the tabric must drape well. Next, we oust remember that
vestments are clothing, and that the same erireria hold wrue
for both. Because the chasuble is made of five or six vards
of 15 inch (114 cm) fubric, and 15 worn over several lavers
of clothing, it must be hight 1o weighe, The biggest com-
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plaanc I hear from pricsts regarding handwoven vestments
is than chey are too heavy,

At one time stk was the prescribed [ther. Todav any natu-
ral orartiticial Lber can be wsed, as long as 1t 1s in keeping
with the dignity of the saored action and ottice ol 1he
person wearing the vesiment,

In the vesnment pictured bere, Tused awool warp and well
of grev and white acrylic together with a silver My lar. This
chasuble wis woven with tron and back panels; on these
panecls I used grey swripes with silver, ranming across rhe
chest and upper back. Alter Thad woven the panels, I wove
150 inches (381 my for the side panels, stole, chalice verl
and burse, (See Fig, 0)

WARP: 2 20N worted wool, olf white

WEFI: white Acrvhie (5200 vds per 1hy)
grev Acrylic (H5200) vds per Th.)
sihver Mylar {1 1677)

SETT:18 epi (70 10 e
WIHYTH IN TUHE REED: -+ (112 )
THREADING, TREADLING AND TIE-UP: Sce Fig. |
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From the loom., the vinedage was fivst steamed, holding the
tron Just above the fabrie, Then it was rolled with a wet
blanket on a drying voller, and let dry overnight.

After the vestment was cut our, the side panels were sewn
(o the center panels. These are selvedge edges and needed
no other weatment. The shoulder line, being cut on the
bias, necded some extra attention, First 1 pressed (he vdges
over, front 1o back 1w inch (3 mm), and insetted a1 & inch
stip of Stiteh Wichery  (iron-on bonding  weby, und
pressed. This gave the bias cut some siability and a nice
timished  seam. Next, the ot and back were sewn
tagether, the facing added, and the chasuble hemmaed.

In the Eucharistic vestment set there are four matching
picces. With the chasuble these arve as follows,

L Stole=a picee of material 10" x 190 (25 ¢ x 3 mj iy
lolded in half Iengthwise, sewn, and the semm pressed

open. Then, tarned righiside oat, it is pressed with the
scam center back and hemmed, The linished stole is
drax LI (11 x 299 o,

2. Chalice Veil-a 20 inch (31 cm) square of material
hemmed on all lour sides, The veil covers the chalice when
015 nod 1 use.

3. Burse-two Y inch squares of cardboard are covered with
the vesunent Tabric and backed with liwn. The two
squares wre Jomed together along one edge forming the
hottom. Two cords are added, one 1o cach side, leaving
room ftor the burse to open. (See Fig. 6) The burse holds
the corporal when it is not in use,

The Encharistie vestments—chasuble, stole, burse and
chalice veil—are just u beginning of the wearable ecclesi-
astical gurments that can be made. Other garments mighi
be copes. dalmaties, albs, preaching robes and prayer
shawls, to name o few,
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1. Daoubile Cross Motif tapesiry,
21 x5 woeen for Belleinie
Chvestian Cluerck, Bellevue,
Washington, using the Theo
Maoorman technigue. Natural
fesrhtinngr fnie divect sur.

WEAVING WORKS FOR WORSHIP

Weaving an ecclesiastical tapestry or hanging can involve
problems not present in commission work where you
work with an architect or designer. T'he selection commii-
tee may be the worship commirtee in one church, trustees
or memorial committee n another or an espectally
appointed redecoration committee. They are not always
selected because of a background in are or design and are
often unable 10 conceptualize an artist’s sketch as a fin-
1shed weaving on the wall of their building. Another fre-
quent problem with an established building, as opposed
to a new or remodeled structure, 1s resistance to change.
Peaple often like what they are used to, even a plain wall.
Change, event one enhancing a worship setting, can be a
threat to many.

I use a fast and easy way to make color yarmn samples 10
scale for my own and the committee’s use. Afrer the selec-
tion commitice has given preliminary approval of the
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by Jan Paul

general design and size, T cut a number ol pieces of tag
Board to scale, using one inch to one foor {1:12), and draw
my design on them. I then glue small pieces of yarn on my
models. When [ glue the yarn to the tag board, I work on a
push-in surface such as a bulletin board. I protect the sue-
face with wax paper. This makes for easy clean up. ['then
put white glue on the area of tag board to be covered and
set the varn snips on it Il the varn wants to curl, I can
castly pin it on with rwo siraight pins, one at each end,
until it is set.

I make as many color samples of a givene area as possible.
When the glue 1s dry, T cat the tag bourd into individual
color components. If T have a background, as with my
double cross mouf, I {orget 1c unmiil my final sample 1s
made. Very detailed or small arcas of color may not be
possible to show by snips of yarn. but paint, colored in or
dye may be brushed on the varn after the glue is dry.



When all possible color components are made, I then try
the various possibilities together to get the best combina-
tion and make a final model, including the background,
for the commitiee’s use. This model can be held at arms
length with one eye shur and then moved around unuil the
placement on the wall is correct. This provides a way for
the individual members of the committee to actually visu-
alize the piece on the wall. Any needed changes in color or
size can easily be determined by this method. By 1aking
your color components with you to the site, if a color isn’t
working quite right, you can use double stick tape and
tape another color over it. You may find that a bluish red
works better in the setting than the orangish red that

looked so good in your studio.
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2. A finished color sample surrounded by the color components
used in ils creation.

I have found two factors very important in designing eccle-
siastical hangings—light and viewing distance.

The type of lighting affects a piece greatly. Is it artificial,
nawural or both? If artificial, is it a warm or cool light
({lood light or fluorescent)? Direct or indirect? Will
colored flood lights be used during the year near the hang-
ing and how will they affect it? If natural hight, is it fil-
tered through swtained glass? Is the stained glass cool or
warm n color? If the Hghting 1s natural during the day,
what do artificial lights at night do to the room? Light
delinitely alfecis the color of yarn and must be taken into
consideration,

Viewing distance is also very important. Small details that
look great up close may be lost when viewed from the back
of the room. The piece should read well from all view-
points and distances.

On very tall hangings, perspective comes inlo play. For
example, if the hanging is of a2 figure (sain, Christ,
prophel, etc.), the head and upper portion of the body will
need to be made larger in relation 1o the 0otal figure,
Otherwise the figure will look like it has a small head
because of the keyhole effect of viewing from the bouom.
Of course, if the rcom has a balcony, the figure would then
look distorted from it and design changes would be neces-
sary. To work out the proper size for the features, a [ull size
sketch on paper may bave 10 be made and hung o see if
readjustment 1s necessary.

How the piece will be affixed 10 the wall should be deter-
mined before the piece is begun. I would recommend
hanging by a method which would allow removal for
cleaning. Be sure and give the church, synagogue or tem-
ple written detailed instructions on care, including clean-
ing. Dust can cause yam to deteriorate very fast. Some
professional cleaning firms have the proper equipment or
will obtain it. A long vacuum wand with lots of holes to
lessen the suciion will work. A gentle flow of air from an
air compressor can blow dust off the piece - buc be careful,
too much may do damage.

For my large hangings I use the Thee Moorman technique
sett 10 ground ep1 (40710 em} with polyester sewing thread
as the tie down. Warp is linen, ground welt is Navajo
warp and the inlay is hargarn or matt yarn (wool with
goat or cow hair singles). To get the exact colors I want, 1
may use yarns from several manufactures. The use of the
Moorman technique in this manner, as opposed to radi-
tional tapestry techniques, allows all the color (inlay) 10
show on the front of the piece and thus cuts the cost of
yarn by close to half.

The hanging for Bellevue Christian Church, Bellevue,
Washington, completed in 1975, is of a double cross motif,
each set of crosses half again as tall as the preceding set. It
is twenty-one feet long and five {cet wide. It was woven in
two pieces and joined lengthwise on the right side of the
center cross. The colors, except for the blue and purples,
were taken from the stained glass clerestory window which
plays light across it from the morning sun. The colors of
the crosses and the background change constantly as the
sun moves across the windows. The summer and winter
sun have completely differemt effecis on the hanging.
The blue and purples pick up ‘‘people colors” and were
included when 1 realized that the originally planned
browns went "dead” in the artificial lighe used at night.
€ Jan Paul

Jan Paul is a weaver from Kirkland, Washington. She has woven com-
misston pieces for churches, affices and private homes. Being a new-
bywed, she ts also busy weaving furrushings for her own home. fan Pau!
is chairman of the Accessories for Interiors exhibit for Convergence 52,
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1. Front view. Sevmour wearing talis

ATALEOFAT

A talis (tallit or talit) 1s a prayer shawl, a rectangle of cloth
with four ritual fringes or tzitzit at each cormer, worn by
married men in Jewish Orthodox synagogues and by all
males past the age of bar mitzvah i Conservative and
Reform synagogues. Since women are now permited to
become rabbis in Reformed congregations, they may also
wear a talis for the first ame in centuries, It is worn during
morning and some evening services, during Sabbath servi-
cos and on holy days. It is worn over evervday garments.

My friends, Seymour and Phyllis, asked me to weave a talis
for him, and because of the research involved, a year
elapsed between the request and the ume [ actually began
the samples lor it
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2. Buek view

by Katherine Svlvan

I was raised as a Gentile and had seen praver shawls only
at shivas (the seven-day period of mourning tollowing the
funeral}y and bar milzvahs (1he ceremony in which the
thirteen-year-old male assumes the moral responsibilities
of an adult), and I had not particularly paid much atien-
tion o those rectangles of cloth worn by the men.

I had 1wo concerns with this commission. T am not Jewish
and ver I am being asked 1o weave a'ceremonial garment.
Is this kosher? 1 then remembered that through the centur-
ies artists and crafesmen have ofien coniribnned to culiares
not always their own. I thought about the synagogues
designed by Minoru Yamasaki and Frank Lloyd Wright,
both Gentile artisans who have contributed 10 Jewish
ceremonial art,




3. Carrving bag

My sccond concern was with all the rraditions and com-
muandments of the Jewish calture. I didn't want to make
any mistakes 1 color, size, {iber or eimbellishment. The
mitzvoth (commands) in the Torah contain six hundred
and thirteen regulations {fov evervday life, and I was sure
that some of those pertained (o me. the alis weaver.

I turned to my weaving books and journals naively rhink-
ing (or hoping) I would find the “how to” of weaving a
talis. T was disappointed that an that dme (early 1977} there
was but one periodical source' 100 briet for all the ques-
tioms [ had. OQur stace library interloan service offered a few
more books em ecclesiastical weaving, and their bibliogra-
phies were additional sources of information. Meanwhile,
Phiylis and Sevimour continued 1o send me books and arti-
cles from their own Hebrew sources,

I learned during this rescarch process that there is very
Little published informanen on handwoven or hand-
crafted ecclesiastical garments. The main complains 1
read throughout my research arce that churches and syn-
agogues tend o use the factory-made adormments Tor their
ceremnonies rather than asking local ardises and craftsmen
to make them, “What is currently available 1n [ecclesiasti-
cal| crafts for Jewish-Americans, cither 1o buy or 1o make,
is palury indeed. If we go looking for a matzah or hallah
cover to buy, we lind that the only objects available are far
helow event Green Stamp standards. ., If we are cruly inter
ested in enriching our aesthetic and religious lives simul-
taneously, we shall have 1o make the things ourselves, 2

This is what I learned from my research:

COILOR: There is widespread Jewish identfication with
the colors blue and while and today there are many
commerciallyv-made praver shawls in white with bloe
stripes, but there is no prohibition on color, *"T'he rabhbi
even has an orange one,”” Phyllis told me.

Tradivdonal praver shawls were cream coloted with black
SILPEs.

It is specified in Numbers 15: 37-41% that the Hebrews
should include a thread of blue inche iczit vicually tied a
the four comers of their garments. In ancient times, this
blue dve was obtained from a particularly rare shelllish.
Since it has become increasingly difficult o obtain the
proper dve, early rabbis decided to skip use ol the blue
thread entirely. The blue color made from other dye sown-
ces began to appear in bands or stripes a1 either end ol the
Lalis.

SI1ZE: There is no limitation as to the size. Commercially-
made prayer shawls may vary from 2° X 57 (61 X152 ¢m), 10
1" X 6 (16 X 182 em), o 1 X 67 (122 x 182 ¢em). The size
depends on the wearer's comfort and preferences.,

FIBER: There is a strict prohibiuon called the “sha’al-
netz' against making a garment with both linen and wool,
This prohibition is in remembrance of the coommandment
not to espass against the order of nature which created
the species separately.* bue the prohibition refers only w
combinations ol linen and wool. Synthetics may be com-
bined with linen or wool, and silk may be used alone or
comhined with anv other {iber. Commercially-made
priver shawls T have seen are all ravon and rend 1o slip off
the wearer’s shoulders,

THE RI'PUAL FRINGES: The iznzn {(pronounced tzeet
et} consist of sixteen white woolen strands, four long and
twelve short. The longer strands are called the shammash
and are used lor winding around the shorter strands in a
very precise and specilic number of double knots and spi-
rals. The symbolism of the numbers is ceniral o the over-
all symbolism of the talis.

Because this is such an imporam ritual, Seymour did not
want me to ne the witzit when the talis was compleled. He
wunted it done by someone famniliar with the process. |
might have tied 6% or 72 spirals when I'should have ted 7,
thus invalidating the tzita.

The process of 1ying the tzitzi 1s described in an carlier
Weaver's Journal article on the talis,® so T will not elabo-
rate here. Tzitzit kits are available from Hebrew book-
stores, or one may have this process done by a rabbi or
gualified individual.
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THE COLLAR OR CROWN: A narrow, rectangular
piece of fabric, ribbon or embroidered tape is often cen-
tered along the edge of one of the long sides to provide
spatial orientation for the talis. Sometimes the collar is
embroidered in Hebrew with one of the phrases from the
ritual for putting on the talis.

OTHER CONSIDERATIONS: A 1alis is not meant to be
a garment of warmth. Although by admonition of the
Torah, the wearer is 10 feel enwrapped by the talis, it
should not be so heavy as o be uncomfortably hot. Sey-
mour sings in his synagogue choir and sometimes must
stand for long periods of time while he wears the ralis over
his dress suit. We would not want him passing out in the
middle of a service. The weight (or lack of weight®) of the
garment 1s important.

If the fabric ts inflexible, it will fall off the shoulders and
be distracting. The talis should be light enough to drape
well and yet not be as slippery as the rayon prayer shawls |
discussed earlier.

The talis should be large enough so that all four tzitzit
may be gathered and held at one time during parts of the
service. Seymour tried on one of my own shawls 1o deter-
mine the size that he wanted, and we settled on a finished
dimension of 45" X 707 (114 X 178 cm). Now that he has
used it for a while, he would have liked it a lule wider
than 457,

The edges may be fringed or hemmed, and there are many
possibilities for embellishments and personal creativiry.

Since both the inside and outside of the talis are visible
during use, it ts advisable that both sides be as similar as
possible. One should not choose a pattern that has an
obvious right and wrong side.

Because the talis is worn several times a week, it is easier to
transport and protect if it has its own bag. I planned to add
extra warp length from which 1o make the carrying bag.

After Phyllis and Seymour chose their colors, T worked the
samplers in setts ranging from 18 e.p.i. to 24 e.p.i. (70 10
95710 cm) with striped and solid warps, striped and solid
wefts, and found that 20 e.p.i. (80/10 cm) in a 2/2 twill
with a solid color warp would work best,

WARP: 2/20 Worsted from Frederick J. Fawcett, Tan

WEFT: 2/20 Worsted from Frederick J. Fawcett. Beige,
Tan, Acorn, Chestnut and Dellt Blue

SETT: 20 epu, in a 15-dent reed (8010 cm in a 60710 ¢m
reed)

WIDTH [N REED: 49 (124 cm)
LENGTH OF WARP: 147" (374 cm)
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THREADING, TIE-UP AND TREADLING: see Figure |

a b
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FIGURE 1. Threading. tie-up and treadling

WEAVING PROCESS: The entire project—the talis and
carrying bag—took fifieen tabes of the 2/20 worsted alto-
gether, and I used every last bit ol it except for the blue.

Within the seventy-four inch length of the talis, I wove
fifteen inches (38 cm) of Chestnut, then eight inches (20
cm) of Acorn, then twenty-eight inches (71 ¢m) of Tan in
the center, and then back to eight inches of Acorn and
fifteen inches of Chestmul, (see Figure 2)

deifi biie
il blue chesinut
e, 157
' 1 acorn
T NI P A e N T )
28" 74"
talis (
/" | Acarn
/ L -
delh blue 157 chestnu
Y
carrying bag
reinforcement 20"

plece J

reinfarcement preces all beige welt
tor tahs

FIGURE 2. Talis and bag measurements

Within the fifteen inches ol Chestnut on cach end of the
talis, I wove two picks of the Delft Blue. I found that this
area was too large and monotonous, and the Delft Blue
added more interest without being busy or distracting,

At the end of the warp I allowed (wenty inches for the
carrying hag and for the four reinforcements for the
corners of the talis 1o which the tziwit were to be later
attached. {see Figure 2)



I hemstitched the fringes at either end of the talis while it
was still on the loom.

After removing the talis and bag from the loom, I machine
zigzagged around the talis bag piece. I then placed both
the ralis and bag into the washing machine which had
been prefilled with warm water and Ivory Liquid Deter-
gent dissolved in 1t. After the two pieces soaked in the
soapy water for two hours, I agitated the machine on the
gentle cycle for [ive minutes and then rinsed the pieces by:
lifting them out of the soapy water, refilling the machine
with clearn, warm water, agitating the pieces in the rinse
water, lifting them out and again repeating the process
until the rinse water was clear. At no time did I let the
machine go through the spin cycle with the talis and bag
piece, for I didn’t want any wrinkles to be forced into the
fabric. I rolled the pieces in towels 1o soak up the excess
moisture, removed them from the towels and laid them flat
to dry.

Here are the comparative measurements after the fulling,
drying and hand pressing:

width
talis just off the loom 47%" (121 cm)
after fulling and
pressing

length
73%" {187 cm)

45" (114 cm) 70" (178 cm)

I machine zigzagged the four reinforcement pieces and cut
them from the carrying bag piece. I was then ready to
apply them to the alis. The tzitzit are tied at the corners,
but I had a question as (o how {ar in from cach edge the
tzitzit were 10 be tied. I learned that the general guide is
that the rziczit hole is three to four fingerbreadths from
both edges of the corner. I applied the reinforcement pie-
ces or facings onto the front of the walis by turning under
the edges and blind hemstitching them down so that the
center of each facing would be four inches in from each
edge. (see Figure 3} I then embroidered a buttonhole stitch
around the center so that the tzitzit would not ultimately
tear the fabric.

FIGURE 3. Gorner reinforcement square for tzitzit

At this point, the talis did not have a collar or crown. On a
separate warp I planned to weave 2 3 X 307 (7.5 X 75 cm )
strip, using the Theo Moorman Tapestry Technique o
weave a silhouette of the City ol Jerusalem in all the

colors that had been used in the talis. This warp was par-
ticularly successful because while it was still on the loom,
Seymour, to my greai delight, immediately recognized the
design as being Jerusalem. However, after being removed
from the loom, fulled, pressed and pinned to the talis edge,
the design of this strip appeared inappropriately decora-
tive. I needed something else more conservative in tone.

I had enough yarn left to do another warp in a potnt twill
in Chestnut and Tan. I reversed the twill in the center of
this 3" X 24" (7.5 X 61 cm) strip to give the collar a center-
ing focus for the back of the talis. {see the collar in Plate 2)
I made this second strip a finished 24" instead of 30"
because I found the latter length o be proportionately too
long for the overall length of the talis. 1 applied this
second strip to the edge of the talis by turning under the
edges and blind hemstitching all around.

1 did not want to give up on somehow using the Moorman
piece. I lound that it fit perfectly across the upper half of
the bag which had not yet been sewn together. Here the
decorative effect was appropriate and brightened up an
otherwise dull bag. After blind hemstitching the Moor-
man piece 1o the bag fabric, I folded right sides together,
machine stitched down the side and across the bottom,
pressed, turned right side out, turned under the upper inch
for a hem and lined it in saun. I had originally used a
Velero strip across the inside of the opening a a closure,
but this tended to catch on the talis when it was being
removed ov replaced, and I have since applied three
covered snaps as a closure. The bag has a {inished size of
127 (30 cm) wide by 16" (41 em) tong. The Moorman strip
completely encircles the upper half of the bag.

This was a very satisfying project. I learned a great deal
more about the Jewish culture, and I know that the talis is
lovingly used several times a week, Plus, T had only three
broken warp threads!
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WEAVING ECCLESIASTICAL

As is evidem from this issue of The Weaver's Journal,
there 18 a renewed interest woday in the individual con-
ribution of the weaver-artist to lilwrgical environmment
and vestments. An attempl 1o encourage development and
design of hangings, vestments. stoles, paraments, aliar
cloths und other decorative accoutrements for worship
which are unique and individual, rather than wradidonal,
is seen clearly inothe churches” antitude now. It is time to
develop an art environment whicl speaks o people in the
church 1oday in the art forms and cultare of today, Tradi-
tional s very beautiful, but the weaver-artist need not be
restricied Lo riditional any longer, The conuibution of
the handweaver 16 the mood and spirit of @ liturgical cele-
bration can be greut in today’s atmosphere of individual
ministrics within the chureh community.

Hundsome and beauriful handwoven coclesiastical stoles
and chasubles can be destgned and made by those inter-
ested in investing some thought, time, and sensitivity in
the project. A design need not be complicated to be effec-
tive and beaunful. Nobility and seeming simplicity are
encoutaged 100 enhance the wearer's apprarance and not
derract from the Licurgy, wo speak to the particular celebra-
tion, yet bring awareness of tradition, continuity, and
mystery, It is encouraging 1o see handeralied vesomenes
made by members of a church community itself emerging
to Jjoin the traditional commercially produced products
avatliable through catalogues, Crafispeople are thus able 10
express themselves meaningfully and (111 1he special needs
of their own religious fellowship throngh their partici-
pation.

The celebrant of a liturgy often wears special vestments
meant to enhanee his appearance, serve the ritaal action,
und 1o call anendon w the mystery being celebrated.
Commoniy used vesture includes a chasuble and-ar a
stole, both of which can vary in style and design a grear
deal from tradinional and ver be quite aceeptable, The
rules are no longer hard and fast. One can break widh
tradition to express the message in new ways, with new
symbols, and with new colors; (Ins perhaps being more
effeciive than with radidonal designs.

Although traditional seasonal colors are still used, orher
colors appropriate 1o liturgical celebrations are allowed.
For mstance, autnmn colors used for a liturgy of (he
Thanksgiving season give a clear message of the tme of
year and greatly enbance and empbasize the ceremony.
Multicolor steles are delightlul {for solemnization of wed-
dings. bapusms, and anniversarics. The beautiful bright
colors of spring flowers, including a fresh “spring” green,
add greatly to the Faster celebradon. Imaginative use of
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white on white with off-white, 4 conirast in texiure and
patterns, and 4 touch of metallic thread combine o
enhance any service, A red, white, and blue stole wirh stars
is most appropriate for July -Ith and other paniotic
QUCSIONS.

Stole—A stole is a long somewhar narrow picce of labric
warn arourdd the neck and hanging down the minisier's
front over the chasuble or ally. It varies with the wearer's
taste from 247 (6.1 em) wide and 1067 (2.7 m) long, 10 7"
(178 om) wide wnd 1307 (3.8 m long). There may be a cord
orchain, 37 to 87 (13 10 20 em) long, fastencd at 8 1o 11"
(2010 28 em) from center back on cacly side of the length of
the stole, 1o keep it in place across the shoulders when
wortl, Many stoles have o mitered point worn at cente
biack varying from understated and near the neck, to wide
and exaggerated hanging down nearly 1o the waistline,
The angle used to make the poim varies as does the widih
and length of che stole. (see Fig. 1)
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FIGURE 1



STOLES AND CHASUBLES

A stole may be a soaight lengith of fabric in the usaal
seisonal colors of red, white, green, or purple with a cross
or simple traditional design woven in or embroidered alier
weaving. Or it may be a complicated color sequence of
horizontal or vertcal stripes of varyving widih and eolor, a
fabric which “sings™ beauty and jov to the viewer, becom-
ing an imense acsthetic experience, No symbol necded.
Monk™s belt or crackle weave may be used 10 make an
overall design of crosses in changing lengrhs and colors in
rows on the fabric, Overshot patterns offer many excellen
possibilities, (Sce Figs, 2 and %)
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FIGURE 2

Subtle welt color changes can he used effectively o vary
the monotony of a one-color stole. Plain bands of contrast-
ing or complementary hue can be woven ai intervals
betweenr parnterned arcas. Varying texiures, sheen, and
shiading can make a monochromatic stole sparkle with
interest and ellectiveness in a simple design. Special results
may be abtained by the use of pickup, supplemental warp,
hand embroidery on or off the loom, and laid-in methods
of weaving. Many beauriful effeers can be achieved by use
ol the Theo Moorman technique, Tapesury technique may
be used Tor special detailed decoration. (See Figs. 4 and %)
There are unlimited possibilities for working out designs
for the result one wishes to achieve. The joy of the artist in

by Kathy Reed

the creation should show plainly in the design, color, and
craftsmanship of the finished weaving,

Pay close attention (o color, varying value, intensity and
hue in the warp and weft to make the fabric come alive, To
be effective the stole must be designed 1o canry its message
to the entire congregation rather than just those in froni.
More contrast and more intense color and Lurger designs
arc desirable if the stole is ta be etfective ina large church.
Lighting i the ehurch has much 1o do with the effective-
ness of color. Design placement is important. I the design
corrcentrates at the ends of the stole, i is less effecrive than
when i falls on the frone shoulders and center back of the
wodrey,

FIGURE 3

Acstole s ready 1o wear when woven to size and finished on
the loom, i.e., some method such as hemstitching has been
used o secure the last picks of welt. and the warp ends
have been cut o provide a fringe tor the ends of the swole,
Mozt threads might be added (o give a generous look to the
fringe. and the cord or chain sewn on 10 complete the
stole. At this time one must consider whether the stole
needs some kind of finish on the selvedge. This [inish
should blend i and not detract from the carelul design
and arafismanship of the stole. I the edges are irregular, a
row of single crochet ina blending color with a fine thread
edges it micely. A lightweight or fragile siole might need
lining, but generally the stole 1s more attractive unlined.
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Another method of producing stoles is to weave vardage
and cut the stole from that carefully designed yardage.
This allows for possibility of contouring for a better (it
The weaver must be careful to secure the warps and wefis
before cutting the fabric, or immediately after, so there
will be no raveling. A straight or zigrag sewing machine
stitch will hold the fabric. Lining fabrie of a coordinated
hue %' (6 mm) narrower than the stole may be stitched
along the edge and the whole thing wrned inside out, the
ends turned in and finished by hand. A lringe could be
added. Sometimes sioles need a it of weight to hang cor-
rectly, A drapery weight or chain may be sewn inside the
lining, or bells or decoration of some kind on the fringe
could give the additional weight.

One stole may be woven at a tme, long and wide, on a
small loom, inkle loom, with cards, or on any other loom,
but one¢ olten wishes to be more efflicient than s, Several
stoles could be warped at one time across the loom and
woven using separate shuttles for cach. Different widths,
color, and design could be explored at the same tune, or
the 1two halves of a stole may be woven side by side with
two shuttles. For design purposes this would give good
control over what 1s happening on the parts of the stole
which hang side by side when worn. Ends could be woven
with the proper angles and sewn together with the warp
ends woven back in or used as a decoranon hanging down
the center back to become a tassel. The additon of bells
and-or beads here might be considered.

Chasuble—Fabric for a chasuble can be woven 1o a specific
width and design idea, then cutont and joined very simply
tor make a beautiful garment. A wstefully designed fabric
will give the nobility and grace required by the ministry of
the celebriae. The chasuble does not need additional sym-
bols and designs to carry the message of celebration in

community, especially il a coordinated stole is worn over
the chasuble,

The usual dimensions of a chasuble are shown in Figs. 6
and 7. The fabric may be woven 1o the full widih
indicated, or made in three parts as suggesied by the
designs shown. The heavy line in Fig. 6 may be the decora-
tion at the join of the three pieces. The neck edge can be
made plain and collarless by linishing the edge with fac-
g woven for that purpose, or with a bias strip cut from
the corner of the fabric. (sec Figs. 8 and 9) Additonal
fabric may be woven and cut if a collar is a pan of the
plan. A squared neckline edge can be finished with a
width of fabric stilfened with interfacing and sewn around
the neck from a 10 b to ¢, then folded in half and finished
inside by hand. A {lat facing lor the right side center front
neckline is then applied. (sce Fig. 10). The edge of the
chasuble is hemmed simply by hand or on a sewing
machtne.

Layouts—Two suggested layows for weaving a chasuble
and stole are shown in Figs, 1] and 12, Be sure to adjust
the dimensions (o the person for whom the chasuble is
being made. The diagrams include seam and hem
allowances.

Design elements may be woven separately and applied
alter joining the sccttoms of the chasuble. An overall pa-
tern could be used for the center panel with good results.
Siripes of color or pattern carefully placed would enhance
the chasuble. There are unlimited possibilities for the
creative wemver 10 know the joy of developing and contri-
buting her personal talent an ecelesiastical weaving to her
own community angd others. This riicle suggests a
beginning.

Cilh) bl and Forberde
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L. Figured lace. 2 over 2 leno, 2 over 2 plain weave

Leno is a gauze echmique whereby certain warp threads
are twisted with each other. This twist is held in place by
weft yvarns, The crossing is usually done by means of a
pick-up stick, doups (special heddles) or with the help of
beads.

Bead leno has been described by Mary Metgs Aowater on
pp. 266-276 of Shuttle Crafi Guild Book of American
Handweaving  (MacMillan, New  York 1966 edition),
While experimenting with the technique I realized that 1t
could be used [or the figured luce T wished to weave,

The weave is done on a 4-shaft loom (Jack or counterbal-
anced) and 15 casy o thread. The leno twists are fonned
autornatically, by the action of 1he beads, when the proper
shadts are ruised or lowered. The 1vpe of leno produced is a
two over two leno {double leno) and the weft which holds
the (wist in place is also a double thread. The effect is
somewhal coarser than single thread leno. But, with the
large choice of yvarns available roday, the weaver can never-
rheless weave a very fine product.

The design of the tigured lace should be drawn on graph-
paper, letting euch square account for one unit of the
weave: b warp threads (twisung 272y und 2 double thread
well picks.

Fig. | shows the graph tor the design shown in Photo 1.
Simple patterns with blocks of 1o less than 2 units are best
for experimentation,

To prepare the loom for weaving, you will need a supply
of beads. These should be the long tubular type, large
enough 1o accept 1wo warp threads and move freely, but
not larger than necessary. The small, hollow plasiic
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FIGURED
BEAD
LENO

by
Elveana

“bamboo™ tubes used to muke cafe curtains a few vears
aga, or plasnic cocktail sipping straws cut to % (9.5mm),
muke exeellent heads when using fine yarns., You can use
the larger size straws but they do tend (o hang up in the

wirp a bit. You need as many beads as there are units of
WAV

Fach unit of weave requires four warp ends, threaded
4.1.2.3 or 3,2,1,1. See Fig. 2.

The threads from shalts 3 and 1 of cach unit are drawn
ogether through a “bead”. The threads from shafis | and
2 are taken over the bead. Nexe, all 4 threads of the unir are
drawn through a single dent of the reed. Skip a dent, then
enter the next set of prepared threads, ‘Thus you have four
threads every other dent. Do tuke note! The beads are
threaded on ihe warp hetween the heddles and the reed!

The system works quite simply, When shafe 4 is raised, the
threads on both shafis § and 4 will come up together on
one side of the free threads on shatts | and 2. When shaft 3
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is raised, the two threads will come up on the opposite side
of the free threads.

Notice the threads on shafis 3 und 4 do not come up inde-
pendently, so no true tabby is possible for weaving a
heading.

‘T'o weave two picks. of leno (one unit): Ruase shalt 1 and
weave, then shaft 3 and weave. Beat well.

To weave two rows of plain weave: Rinse shafts 1-2 and
weave, then shaft 4 and weave or raise shafts 1-2 and
weave, then shall 3 and weave. Bear tighily,

As the leno sheds are rather shallow, 1t 1s best o weave
with a stick shuutle,

I suggest the warp be kept well tensioned although this
will cause considerable draw-in. A siretcher (template) can
be used (0 keep the cloth properly spread.

When using a jack loom, weighting the crossing warp
threads will provide o better shed. Raise shafis 1 and 2.
Insert 1 dowel or flat suck in the warp behind the heddle
frames, letting it rest on the warp on shaft 3 and 4 only.
Suspend a weight from the dowel or siick. Experiment 0
determine the amount of weight needed for the best shed. 1
found my counterbalanced loom provided a suffieiem
shed without weighting the warp.

Occasionally one or more beads may reluse o release the
warp twists. If that happens, lower a leno shaft {shail 3 or
4y and ratse shafts 1-2 and the warp will clear,

So far we have described how to weave rows and units of
all-leno or of all-plain weave. In order w weave figured
lace, we need plain weave and leno in the same row. This
we accomplish by stopping the twists from forming in the
leno row where plain weave is desired.

You will need a narrow pick-up stick, well @apered at one
end and a shed suck that should also be tapered at one end.
These sticks should be a litle longer than the width of the
warp but no longer than the length of your reed.

All the numbers in following weadling nsiruetions refer
to shafts to be raised and lowered, not to treadles used.

For our examples we shall use the 1-2 then 4 for all plain

WEAVE.

METHOD #1—2 over 2 leno; 2 over 2 plain
weave—welt same as warp but used double.

Either leno or plain weave or both may e woven
as desired before starung  the figure, but the last
pick must be in the shaft 4 shed,

PATTERN ROW

Step 1 - Raise 1-2. Using the narrow stick, pick
up one par of warp threads for each square of
the first row of the graph where plain weave s
needed. Skip over the warp pairs where leno is
desired. Do not split the warp pairs.
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2. Figwred lace. 2 over 2 {eno. 2 over 2 plain weave, double wefl.

Step 2 - Drop 1-2 and raise 3 and leave up. Pull the stick
towards you to clear the shed, then push it back to the reed.
If the pick-up is correct, you will see the wurp twists
formed i the desired teno areas only.

Step 3 - Starting at the selvedge, slide the shed stick under
all of the raised warp puirs (use raised by shafe 3) tor the
leno arcas and as vou come o the plain weave pairs,
transfer them ozer the narrow stick to the shed stick. Take
care not 1o pick up threads from under the narrow stck i
the plain weave areas,

Turn the shed stick on edge. The warp now over the stick
should be in pairs, one pair for each used dent of the reed.
Muake corrections if needed, then weave with double wefl,
Remove benh siicks and beat. Drop 3.

Step 4 - Raise 4 and weave, This completes 2 welt picks (1
unit of the weave} and accounts {or 1 line of graph squares.

Pick up pattern according to lime 2 of your graph, repeat-
ing steps | through 1. Note that the plam weave packs
betier than the lenao, This causes the wefc to defleer.

METHOD #2—2 over 2 leno with double welt,

plain weave with single weft—weft same as warp.
There will be 2 rows of teno and 1 rows of plain weave m

cach complete unit of lace, Thus, in the plain weave areas,

there are twice as many warp and weft interlacements

using method #2 than in method #1. It will appear o be

more closely woven and contrast well with the open leno

arvas. Here there is less packing-in of the welt in the plain

weave areas, eliminating the deflected welt effect.
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3. Figured lace. 2 over 2 leno with double weft, plain weave with
single weft.

A single floating selvedge should be added at each side of
the warp.,

To start, weave leno or plain weave us desired, entering
each leno shed twice and ending with a pick in the 1 shed.

PATTERN ROW

Steps 1 and 2 - Raise 1-2 and follow the same instructions
as in method #1.

Step 3 - Same as in method #1 but weave with single weft

Step 4-Raise 4 and leave up. Clear the shed. Examine the
cloth (lell liney carefully. With the narrow stick, pick up
the untwisted warp pairs for the same plain weave arcas as
for step 1. Skip over all of the twisted warp pairs tor the
leno areas.
Step 5-Drop 4 and raise 3 and leave up, Clear the shed.
Push the narrow stick back to the reed. There will be o
wwists in the warp. Transfer the plain weave pairs of warp
from the narrow stick to the shed stick and ypck up all of
the just raised leno warp as you come to it, being careful
that you do not pick up any warp from under the narrow
stick in the plain weave areas. Turn the shed stick on edge;
weave with single weft. Remove sticks and beat. Drop 3.
Step 6-Ruise 1-2. Repeat step 1, picking up the saume warp
pairs for the plain weave areas, using the narrow stick,
Step 7-Drop 1-2, raise 1 and leave up. Clear the shed. Push
the narrow stick to the reed. Transfer the plain weave pairs
to the shed stick and pick up the Ieno pairs as you go.
Turn the stick on edge, weave, remove sticks and beat,
Step 8-With 1 sull up, clear the shed, weave and beat. One
unit of the lace 15 now compleie.
Raise 1-2, pick up the pauern tor hine 2 of your graph,
repeating steps 1 through 8.
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If you have dilliculty tinding the proper warp pairs 10
make the secemd plain weave pick up for step 4 and mak-
ing the ransfers for siep 3, you may like to wry it this way.

After weaving through the shed for step 3, leave the sticks
in place and do not bear.

Alternate step 4-using a second narrow stick, pick up all
of the leno pairs rom the shed stick, passing over the plain
weave pairs,

Alternate step 5-with this third stick in place holding the
lena, drop 3, remove the first 2 sticks and raise 4. Using the
shed stick, pick up the just-raised warp pairs for the plain
weave areas, plus the leno pairs from the holding suck.
Turn the shed stick on edge, weave with single welt,
remove both sticks and beat. Drop 4 and go on 1o step 6.

METHOD #3—1 over 3 leno

For a very special piece, you might wy the 1 over § twist
Ieno and its companion plain weave, The weaving is a bit
tricky, as the warp will be on 3 levels at tumes. Once you
understand the principle this isn't too much of a problem,
The method of weaving 1s the same as method #2, with a
little change 1 the shaft Jilts,

To weave two picks of leno (one unit), raise 1-3, weave,
then 24, weave. To weave plain weave, raise 1; weave;
then 2-4, weave,
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4. Figured lace. 1 over 3 twist leno, I over 3 plain weave

PATTERN ROW

Step 1 - Raise 1. Using the narrow stick, pick up the plain
weave (one warp thread per square of graph).

Step 2 = With 1 sull up, raise % also. Using a shed stick,
pick up the 3-thread leno groups and also transfer the
plain weave singles 10 the same stick. Weave and leave the
sticks 1n place.



Step 3 - Transier the leno 1o an extra pick-up stick as in
method #2. Lower 1-3, remove the first 2 sticks, Raise 2-4.
Using a shed stick, pick up the first raised 3-thread warp
group in the plain weave area and transfer the 3-thread
leno groups on the same stick. Weave and remove the
sticks,

Step 4 = Raise 1. Pick up same single warp {or plain weave
area, Lower 1. Raise 2-1, Transfer the plain weave singles 1o
the shed stick, picking up the S-thread leno as vou go.
Weave and remove sticks, With 2-1 sull up, clear the shed
and weave again. This completes one unit of the weave.

I suggest you make a sumpler, wrving out the different
me¢thads, Do not be concerued because the work will Toek
rather open while on the loom. This is as it should he.
Don't try to pack the plam weave areas and never beat
when shafts 1 and 2 ave vaised. Take vour sampler from the
loom, wash and press i, Sit back and admire vour
handywork!

Description of cloth using leno lace methed #2.
WARP: 202 nanral conon.
WEFT: Same as warp.

SLEY: 4 ends int every other dent in a 15 dent (60 10 cmy)
reed,

WIDTH IN THE REED: Approximately §97 (48 cm).

TOTAL WARP THREADS: 568 + 2 for selvedges, A sin-
gle floating selvedge thread was used on each side.

WEAVING INSTRUCTIONS: One unit (4 threads} of
leno was woven at each selvedge for a neater finish, then
five units (20 threads) of plain weave were picked up for
the narrow plain weave border. As there was approxi-
mately 10% less take-up m the warp for these borders,
weights were attached 10 these bouts of warp and allowed
to hang under the warp beam. A better way would be not
Lo bewm this warp at all but to chain and weight it letting
it hang down behind the loom.

When taken off the loom, the woven piece measured
approximately 17" X 37" (14.5 X 94 ¢m) including hem
allowance. After stay stitching by machine (2 rows ol
straight sitich cach end), the cloth was machine washed
and dried, pressed a bit and hemmed. The picce was then
medium starched and blocked 10 shape on a T'urkish
towel, much as you would block a crocheted piece. 1
avoided sirewching the plain weave patterns; just patted
them in place and slightly siretched the large leno center
area (warp wise) to match. When dry and lightly pressed,
with no further siretching, the piece measured 164" X 32
(11.3 X 78.4 cm).

An allover lace with more balance of leno and plain weave
in the design would pose no tension problems. [ ]

BOOK REVIEWS

by Clotilde Barrett

THE TEXTILE COLORIST by Faber Birren %
1980 Litten Educational Publishing, Inc.
Published by Van Nostrand Reinhold Co.
New York. 64 pp. Paperback. $12.95.

Without elaborating extensively on color
theories this book gives immediate and prac-
tical help to the textile artist who needs to
improve the color harmonies in his work.

There is a short and simplified discussion of
several theories of color and their graphic
representation. The author bases his own
color series for use by textile artists on a very
specific circle and triangle. The circle is
cailed his color keyboard and its relationship
with music is often touched upon. It shows
four primary celors (red, yellow, green and
blue) and four secondary colors (orange,
lime, turguoise and violet}, The primary
colers are represented both as warm and as
cold colors. There are thus 12 hues in all,
The color triangie shows the colar, white and
black at the points, tone in the center and
tint, gray and shade on the sides.

Using the triangle and the circle the author
teaches how to produce color series and
how toc evaluate their merit,

There is also a chapter on the painters from
the Renaissance till the present who are
aspecially renowned for their outstanding
achievements with color,

This book is sure to help weavers and other
textile artists. The theory is clearly expiained
and illustrated with color plates and line
drawings. The color reproductions are not as
“true” as they should be but nevertheiess do
give a scolid basis from which to start
experimenting.

WEAVING TRICKS by Susan Gilmurray < 1981
by Litton Educational Publishing, In¢. Pub-
lished by Van Nostrand Reinhold Co. New
York. 189. pp. hardcover, $12.95.

Where is one going to find the basic informa-
tion one needs to embark in this fascinating
world of weaving? How is one going to catch
up with all the tricks other weavers have
learned through many years of experience?
There is no single source that meets these
needs so well as “Weaving Tricks™. This is
truly a useful book, especially for the be-
ginner and intermediate weaver but there are
many practical hints for the advanced wea-
ver as well.

The first chapter deals with setting up a stu-
dio and buying a loom. A lot of important
facets of the loom are discussed and also
what to look for, advantages and disadvan-
tages of various systems, ways to comprom-
ise for features that are not available on a
particular ioom, etc.

The next chapter is on fiber and on the
search for the right yarns to do a project.
Chapter 3 deals with drafts and the various
sytems of drafting that are used in today's
literature. The clear line drawings will help
the beginner understand those graphical
representations of weave structures. In this
chapter the author crams a great deal of
information, all ciear but very condensed,
which risks being somewhat overwhelming
to the reader who hitherto might have
thought this book to be an elementary one.
Many of the interesting approaches and
techniques are touched upon but not ex-
ptored. The pace here is too fast.

In chapter 4, on dressing the loom, the
author explains the basic technigues but
shares many useful tricks.

The many good tips of chapter 5, entitied
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“weaving secrets”, are meant to improve the
skills, the speed and the craftsmanship of the
weaver. This chapter also includes some
tapesiry, loom embroidery and other useful
stitches. The last chapter is on finishing
techniques such as the handling of fringes,
seaming narrow woven pieces and more,

The glossary, the index, the excellent line
drawings and the easy style of writing all
contribute to the vaiue of this book as a true
weavers companion.

RUG HOOKING & RUG TAPESTRIES by
Ann Wiseman ~ 19680 by Ann Wiseman. 1880
edition by Van Nostrand Reinhold, NY 100
pp. Paperback $7.95.

The technique of hooking rugs and tapes-
tries is an easy one. Very little equipment is
needed: A hand hook that ¢can be made from
a nail, a backing (burlap can be used) and
strips of rags or wool. Far speedier hooking
there are other tocls on the market: A
shuttle-hooking tool, an automatic hooker, a
rug-tufter, all of which have to be used on a
backing that is stretched on a frame. The
author describes all this equipment and the
materials well. She also gives clear instruc-
tions on the techniques including the
transfer of designs and the finishing of the
project,

In an effort to lure the craftsman away from
commercial rug haokng kits about half of the
book is devoted to the encouragement and
aid of originality and self expression.

By means of good itlustrations, lively anec-
dotes and an easy style of writing the author
produces a climate in which the reader really
wants to make an effort at designing. All
through the text the reader acquires more
self-confidence in his ability to create,

Entire chapters are devoted to such subjects
as awareness of design, working designs
into compositions, how to look for design
sources. how to interpret them for rug hook-
ing and finally how to produce and use color.

This book is sure to make the textile artist
want to embark on a new venture, that of
hooking.

HAL{ The Intarnational Journal of Oriental
Carpets and Textiles.

A quarterly publication (in its 3rd vyear),
published in New York with additional offi-
ces serving foreign countries. Subscription
price forthe U.S. is $49.00. Circulation Dept.,
HALIL P.O.Box 4512, Philadeiphia, PA 18118
U.5.A. For other countries, inquire about
subscription rates.

Just after opening one of these luxurious
journals, containing about 266 pages, the
first word that comes to mind is ‘quality’”. The
advertisements which occupy more than
50% of the pages do not diminish the value
or importance of this periodical. Rug dealers
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from all over the world seem to want to outdo
each other by representing in their ads the
finest merchandise by means of exquisite
color plates. Because most of these rugs are
identified by origin and size, the advertise-
ment pages are a valuabie collector's
catalogue.

In the articles the authors, who are mostly
museum curators, cotiectors and art histori-
ans, address themselves to their peers and to
newcomers in the field. Nevertheless, |, as a
handweaver found them of great interest
because they are such fascinating reading
material. The winter 1981 Vol 3, No. 3 issue
includes such topics as scrutinizing old
paintings to aid in the research on antique
rugs, accounts of the survival of handmade
rugs in remote Eastern villages, the tracking
down of specific designs both culturally and
historically, the history and survival of
handmade rugs in Great Britain, scholarly
investigations of designs, fibers, techniques
and dyes.

This periodical also keeps the readers in-
formed on past and upcoming auctions, on
the market value of rugs, on galleries, shows,
conferences and books.

The text is profusely illustrated, mostly in
color and. except for the many hard to read
and to pronounce Eastern words, this scho-
larly journal is very readabie by the non-
expearts in the field.

TEXTILES OF BALUCHISTAN by MG.
Konigczny < 1879. The Trustees of The Brit-
ish Museurn. Published by British Museum
Publications Ltd. L).S. distributor: The Tex-
tile Museum, Washington, D.C. 77 pp. Hard
cover $21.50; soft cover $12.50; S + H $2.75
for surface mail, $7.50 for air mail.

The Baluchis are a tribe of people whose
lands span areas of Iran, Pakistan and
Afghanistan. More than half of the people
still lead & nomadic life while others live in
settlements. They have few material posses-
sions except for their woven and embroi-
dered textiles.

This book describes the traditional flat wo-
ven textites of the Baluchis. These textiles
are weft face and are woven on a horizontal
loom. Their fibers are mainly sheepswool
and goat hair and are dyed with plant mate-
rial. The techniques for patterning are slit
tapestry, dovetailing and complementary
weft tabby. The patterns are intricate and of
great beauty. Their woven objects include
hedding covers, floor covers, bags for var-
ious uses and animal tackle and embel-
lishments. The textiles are often decorated
with tassels, shells and bones.

The author leads us through the steps of the
manufacture of these textiles: Fibers, spin-
ning, dyeing and weaving. Their spindles
and their simple but efficient looms are des-
cribed in great detail.

The author also gives us an inside view of the
life of these people by depicting them at
work while producing these beautiful woven
abjects.

The text is well illustrated with line drawings
and photos and there is a brief description of
each type of article they maka for use in their
daily hfe.

This is a2 book that is valuable to those inter-
ested in spinning and weaving eguipment,
ethnic weaving, weaving techniques, mate-
rial culture and above all in functional weav-
ing as an art form.

PROCESSING AND FINISHING HAND
WOVEN TEXTILES. < 18980 The Weavers
Guiid of Boston. Monograph Three, 24 pp.
Nao price or address given.

This monograph draws on the knowledge of
many handweavers past and present to
come up with some reliable ruies for finish-
ing woven fabric. The authors deal mostly
with wool and flax fiber but give also soma
information for silk and cotton,

The first chapter deals with the characteris-
tics of the fibers and the importance of the
twist of spun yarn. Successive chapters deal
with wool yardage, the use of novelty yarns,
the use of linen and finishing technigues,
and recipes for handling cotton and silk.

This booklet is very worth while having
around for quick consultation. The recipes
are sensible and apply directly to handweav-
ers who have limited facilities for finishing
their goods.

BOOKNQOTES

COLOR AND DESIGN IN MACRAME by
Virginia Harvey is now available as a paper-
back from Madrona Publishers, 2116 West-
ern Avenue, Seattle, WA 98121. $9.95.

This is a reprint of a study and pattern book
using a technique of creative knotting called
Macrame. This book is particularly rich in
informaticn on the use of color and design
techniques. '

A PORTFOLID OF AMERICAN COVERLETS
VOL. 4, compiled by Carol Strickler is now
available from Carol Strickler, 1890 Wiison
Ct., Boutder, CO 80302, $4.75 ppd.

As for the three previous portfolios in this
series, this folder contains 25 informatian
sheets, one for each coverlet which the
author has analyzed. There are 10 coverlets
woven in overshot and 15 which require
morte shafts or a jacquard loom. These notes
will help collectors to identify old coverlets
and the weaver to rediscover oid technigues.
However, to be practical, a catalogue of the
coverlets, classified by technique and patt-
ern, should be made availabie by the
publisher.



THE WEAVER’S MARKET
CLASSIFIED

PUBLICATIONS

STUDY OPPORTUNITIES

VIDEQ LOOM.Computer weaving with the
Apple li. For details send a stamped, self-
addressed envelope to: LAUREL SOFT-
WARE, Suite 1234, 1310 College Avenue,
Boulder, Colorado 80302.

TRS 80 PROGRAM for automated draw-
downs. Up to 8H / 10 Tr / 118 threads.
Screen display shows all features of stand-
ard drawdowns. Complete freedom of choice
tor tie-up, treadling sequences, thread-by-
thread and/or profile drafts, B/W color
sequences for warp and/or weft. For Madel |,
Level Il, 16K and/or Model 1ll, 16K. On
cassette with complete instructions $35.00
SALSBURY ASSOCIATES, INC. 608W
Madam Moore's lane, New Bern, NC 28560,

REPS, technique de creation de tissage tra-
ditional et moderne. (French) de Bibiane
April Proulx. English translation sheets upon
request: $1.00. Contents: 160 pages of
6% x 912", photos, designs, schemes. Send
$11.95 plus $1.00 postage to: Les Editions la
Tirelle, Enr., 176, Rue des Frenes Quest,
Quebec G1L 1G5, CANADA

MULTIPLE HARNESS PATTERNS FRQM
THE EARLY 1700's: THE SNAVELY PAT-
TERNS, 110 drafts, drawdowns, photos.
$7.95 plus 80¢ postage, Pa. residents 48¢ tax.
Order from: ISABEL I. ABEL, R.D. 12, Box
282, York, PA 17406.

TEXTURES AND PATTERANS FOR THE
RIGID HEDDLE LOOM by Davenport A
basic reference of pick-up stick controlled
patterns: rich textures, colorful patterns with
only one rigid heddle. $5.95 + 75¢ post. Also
by Dos Tejedoras: Finishes in the Ethnic
Tradition ($5.95 + 75¢ post.}; Latin American
Brocades ($4.50 + 65¢ post). DOS TEJE-
DORAS, 3036 N. Snelling Ave., St. Paul, MN
55113 (612} 636-0205.

SUPPLIES

NOTEPAPER, SCRIBBLE PADS, GIFT EN-
CLOSURES, bookplates—featuring textila
tools, weaving, spinning, dyeing, sheep.
Large selection/top quality. Brochure ang
samples 35¢. WEAVING AND WQOD, Box
7-WJ, Bayport, MN 55003,

1981 SUMMER PENDLETON FABRIC
CRAFT SCHOOL—Through August 28,
1981. Beginning Handweaving on Floor
Looms, Weaving with Rags, Navajo Weaving,
Rug Techniques, Double Weave A Skirt,
Stote and/or Poncho, Christmas Weavings,
Potpourri—Tell Us What You Want To Study,
Introduction to 8-Harness Weaving, Swedish
Upholstery. Instructors: Inga Krook. Kalmar,
Sweden and Marpendieton, Sedona, AZ.
College credit optional. Write for brochure.
F. O. Box 233, Dedona, AZ 86336 (602)
282-3671.

PENDLETON FABRIC CRAFT SCHOOL
September 1981 - February 1982. Tapestry
workshop with Barbara Falkowska, Warsaw,
Poland. Quilting with Mary Lucas, San Fran-
cisco, California. Beginning Handweaving
an Floor Looms. Put Variety in Your Warps,
Beginning and Advanced Navajo weaving,
Hopi weaving, Beginning Spinning, Promo-
tton and Profit with Mary Pendleton, Sedona,
Arizona. Private instruction by appointment.
College credit optional. Write for details.
P.O. Box 233, Sedona, AZ 86336, (602}
282-3671.

YARNS, FIBERS AND
FLEECE

TRAM SILK—30 gorgeous colors, 2-3 ounce
skeins, sold by the skein $1.00 per cunce.
Sample sheets $3.00. CUSTOM HANDWEAV-
ING BY NANCY, Dept. WJ; P.O. Box 477
Redando Beach, CA 90277,

100% COTTON yarns, fibers, spinners tools,
books/patterns. Samples $2. Pima Cotton
$5.50/ib. PPD. COTTON CLOUDS, P.O. Box
604-J, Safford, AZ B5546.

MOHAIR LOOP—11 clear colors. Send SASE
for samples. CUSTOM HANDWEAVING BY
NANCY, Dept. WJ; P.O. Box 477; Redondo
Beach, CA 90277,

SHEEPSKIN PIECES FROM GARMENT
MAKER—Finest quality cleaned skins. Ran-
dom size pieces. Many uzes. One |b.-$4.00, 5
Ibs.-$16, 10 Ibs.-$28 plus shipping. CUSTOM
HANDWEAVING BY NANCY, P.O. Box 477,
Dept. WJ, Redondo Beach, CA 90277,

PRIZE-WINNING FLEECE from major Amer-
ican shows. Pound lots or whole fleeces.
White and colored. Most breeds availabls,
Samples - $2.00 SASE. THE WOOL SHED,
P. 0. Box 115W, Sheep Ranch, CA 58250,
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Most Swedish weavers
select a Glimakra’loom...
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Baby Biankets, V/2, pp. 43-45.

Bags, V/3, pp. 42-44.

Basket Weave, V/2, p. 45.

Basketry
Pine needie, V/1, pp. 10-15.
Day Lily Basket, V/2, p. 48.

Bedspread, V/2, pp.8-9.

Blocking Tapestries, (see also finish-

ing) V/1, p. 32.

Book Reviews
The Art of Simple Batik by Linia
Glaser, V/3, p. 52.
The Book of Looms by Eric Broudy,
V/4, p. 44.
Craft of the Dyer: Colour From Plants
and Lichens of the Northwest by
Karen Leight Casselman, V/3, p. 51.
Doup Leno - A Quick and Simple
System For Weaving Loom-Control-
led Leno by Hela Skowronski and
Sylvia Tacker, V/3. p 52.
Drafting Primer by Susan Guagliumi,
V/2, p.33.
Fabric Structure - Basic Weave
Design by Marilyn Goutmann, V/3,
pp. 51-52.
Feltmaking - Traditions, Technigues
and Contemporary Explorations by
Beverly Gordon, V/3, p. 52.
Hand-Loom Weaving by Luther
Hooper, /1, p. 42.
Handloom Weaving Technology by
Atlen A Fannin, V/4, p. 44,
Into Indigo by Claire Polokoff, V/1, p.
48,
Irish Crocheted Lace edited by Jules
and Kaethe Kliot, V/1, p. 47
The Legacy of the Great Wheel by
Katy Turner, V/4, p. 44
Mushrooms For Color by Miriam Rice
and Derothy Beebee, V/2, p. 31.
A Portfolio of American Coverlets
compiled by Carol Strickler, /1, p.
47,
Pour Abordar. . .L'tkat by Remy and
Monigue Prin, V/3, p. 52.
Reps, Technique de Creation de
Tissage Traditionnel et Moderne by
Bibione April Proulx, V/1, p. 48.
Sling Braiding of the Andes by Adele
Cahlanderetal, V.4, p. 45
Technigues for Designing and Weav-
ing Warp, Weft lkat - Double and
Compound Ikat by Lydia Van Geider,
V/3, p. 51,
The Textile Book List, V/3, p. 52,
Textile Coltections of the World, V/2,
p. 33.

Textures and Patterns for the Rigid
Heddie Loom by Betty Linn Daven-
port, V/3, p. 50.

Warp and Weft, A Textile Terminol-
ogy by Dorothy K. Burnham, V/2, p.
31,

Weaver's Wisdom, 250 Aids to Happ-
ier Weaving Boston Weaver's Guild
Publication, V/2, p. 31.

The Weaving Book ol Pepace and
Patience comptled by Isadora Safner
and Diane Piette, V/4, p. 45.

Weaving Technigues for the Multiple
Harness Loom by Pierre Ryall, V/1, p.
47.

Boundweave
Flamepoint, V/3, p. 9.

Rugs (saddieblanket technique), 111/3,
pp. 38-40.

Krokbragd, V/3, pp. 46-47.

Figure Boundweave V/4, pp. 8-9.

Brocade (see Inlay).

Cape, V/3, pp. 36-37.

Christmas Cards, V/2, pp. 46-47.

Cleaning {Tapestries). See finishing.

Color and Weave Effects
Summer and Winter, V/2, pp. 24-27.
Twill, V/3, pp. 14-16.

Combination Weaves, V/2, p. 46, V/2, p.

14.

Complementary Weft, V/5, p. 19.

Computers
Super Weaver, V/4, p. 51.

Corkscrew Weave, V/1, pp. 16-19; V/1,

p. 42.

Crepe Weaves, V/3, pp. 12-13.

Damasks
Pick-up Weave, V/1, pp. 20-25.

Loom Gontrolled and Draw Loom,
V/4, pp. 10-14.

Design, V/2, pp. 15-18.
Shaft-switching, V/4, pp. 216-27.
Color Progressions, V/4, pp. 38-41.

Double Weave
Pick-up, V/2, pp. 12-13.

Jacket Fabric, V/3, pp. 31-33.

Doup Leno, V/4, pp. 46-47.

Draw Loom, /4, pp. 13-14.

Dukagang, V/4, p. 17.

Dyes - Dyeing
Sitk, V1, pp. 43-46.

Embroidery Weave
Hopi, V/1, pp. 37-40.

Loom Embroidery, V/4, pp. 15-19.

Fibers
Man-made, V/2, pp. 26-47.

Finishing
Bilocking, V/1, p. 32
Cleaning, V/1, p. 32.

Fireproofing, V/1, p. 33.
Flamepoint, V/3, p. 9.
Foot Cosy, V/2, pp. 12-13.
Fringes
Woven, V/2, p. 42.
Plyed (on loom), V/3, p.22.
Garments
Cape, V/3, pp. 36-37.
Children’s Jumper, /3, pp. 28-30.
Cocoon Wrap "jacket" V/3, pp. 18-32.
Jacket, V/3, pp. 10-11.
Jacket in Narrow Strip Weaving
(double weave), V/3, pp. 31-33.
Ruana, V/3, pp. 34-35.
Sefection of patterns, /3, pp. 6-8.
Stole, V/2, pp. 10-11.
Sweater Jackets, V/4, pp. 38-41
Vest, V/3, p. 9; V/3, p 41, V/3, pp.
46-47.
Woven Tops, V/3, pp. 24-27.
Hammock, V/4, pp. 46-47.
Hopi
Embroidery Weavs, V/1, bp. 37-40.
Ikat
Balinese, V/1, pp. 49-54,
Weft tkat, V/4, pp. 31-34.
Inlay, V/1, p. 33; V/1, pp. 34-36; V/4, pp.
15-19.
Loom Controfied, V/3, pp. 28-20.
Jacket, (see also Vests)
Cardigan Jacket V/3, pp. 10-11.
Cocoon Wrap Jacket, V/3, pp. 18-23.
Jacket in Narrow Strip Weaving, V/3,
pp. 31-33.
Krokbragd, V/3, pp. 46-47.
l.og Cabhin, W4, pp. 48-50
Log Carrier, V/2, pp. B-B.
Looms
Draw Loom, V/3, pp. 48-50.
Tapestry N/4, pp. 42-43.
Dobby, V/4, pp. 51-52.
Loom Cord {foop), V/1, pp. 26-28.
Long-eyed Heddle Technique
Karelian Red-picking, V/2, pp. 34-35.
Man-made Fibers
Rayon, V/2, pp. 38-39.
For the Handweaver, V/2, pp. 39-42.
Mothproofing, V/1, p. 33.
Multipie Shaft Weaving Course
Twill derivatives, V/1, pp 40-42.
Twill Dearivaties (continued) - Over-
shot, V/2, pp. 19-23.
Twill Derivatives {continued), V/3,
pp. 12-13.
Twill and Satin Blocks, V/4, pp. 10-14.
Needlecase Favors, V/3, p. 17.



Overshot, V/2, pp. 8-9; V/2, p. 54;

V/3, p. 26.
Multiple Shaft, v/2, pp. 19-23,
Boundweave, V/4, pp. B-9.
Rag Rugs, V/4, pp. 22-23.
Modern, V/4, pp. 28-30.
Placemats
Corkscrew Weave, V/1, pp. 18-19,

Plain Weave and Overshot, V/2, pp.

52-54.
Plaids

Twill, V/2, p. 44.
Plaiting, V/2, pp. 46-47.
Product Reviews

Ahrens and Viofette Looms, V/4, pp.

51-53.
Giimakra Looms, V/3, pp. 48-50.
Cola Loom, V/2, p. 30.

Rigby Cioth Stripping Machine, V/4,

p. 51.
Supsr Weaver, /4, p. 51.

Weaver's Way's Alternative 1, V/2, +3

30.
Rag Weft
Placement, V/2, pp. 52-54.
Augs, V/4, pp. 22-23; /4, pp. 48-50.
Cutter, V/4, p. 51.
Rayon, (see Man-made Fiber)
Red-Picking, V/2, pp. 34-35.
Ruana, (also see Stoles) V/3, pp. 34-35.
Rug
Corkscrew Rug, V/1, pp. 17-19.
Boundweave, V/3, pp.38-40.
Shaft-switching, V/2, pp. 28-30.

Shaft-switching, V/3, pp. 38-40.
3-shaft Straight Twill Block, V/4, pp.
20-21.
Rag Rugs on Qvershot, V/4, pp. 22-23.
Rag Rugs in Plain Weave, V/4, pp.
48-50.
lkatted, V/4, pp. 31-34.
Satin Blocks, V/4, pp. 10-14.
Shaft-Switching
4-end Biock With Pinstripe Pattern
Areas, /2, pp. 28-30.
On Boundweave, V/3, pp. 38-40.
Shaft-switch Technique, V/1, pp. 5-9:
V/4, pp. 24-27.
Shawl, (see Stoles)
Silk
Dyaing and Starching, V/1, pp. 43-46.
Slippers, V/3, p. 45.
Stales, V/2, pp. 10-11.
Summer and Winter (see also Two-tie
4-end Block)
Color effects, V/2, pp. 24-27.
Baby Blanket, V/2, pp. 43-44.
Shaft-switch Technique, V/1, pp. 5-9.
Supplementary Warp, V/2, p. 8.
Supplementary Weft, V/4, pp. 15-18.
Tapestry, V/4, pp. 35-37/
Study Course Part Ili: Shading and
Other Matters, V/1, pp. 29-33.
Study Course Part IV: Developing
Design for Tapestry, V/2, pp. 15-18.
Loom, V/4, pp. 42-43.
Tapestry Weaves, V/1, pp. 29-33.
Wedge Weave, V/2, pp. 49-51.

Throw, V/2, p. 14.
Transparent Weaving, V/1, pp. 34-36,
Twills
Steep, V/1, p. 41.
Reclining, V1, p. 42.
Interfocking, V/1, p. 43.
Plaids, /2, p. 44.
Point Twill, V/3,p.9, V/3, p. 25, V/3, p.
26, V/3, pp. 34-35.
Fancy Twills V/3, p. 13.
Color and Weave effects V/3, pp.
14-16.
Twill and Satin Blocks, V/4, pp. 10-14.
Twill Blocks, V/4, pp. 20-21,
Two-tie Four-end Blocks (see also Sum-
mer and Winter)
Four Block Development, V/2, pp.
28-30.
Shaft-Switching, V/2, pp. 28-30.
Two-tie Four-end Block Draft, (see
Summer and Winter)
Two-tie Four-end Block Draft, V/1, p.
9, V/4, pp. 24-27.
Vests, V/3, p. 9; V/3, pp. 10-11; W/3, pp.
46-47.
Woven Accessories
Bags, V/3, pp. 42-44.
Slippers, V/3, p. 45.
Wedge Weave, V/2, pp. 49-51,
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After the 5 repeats continue as follows:

1-4

3-4 two times

1-4 two times

3-4 two times

1-4

0-2; 2-3; 3-4; 1-4) 1 times

V8, p.7

N > Pattern Harmesses
> Tie-down Harvesses

V-3, 1. 28

Section 2: Skirt Front

3%" plain

1.8 or 3 picks Island green

J5"

16 picks plain
tulips/repeat yellow, red, blue
sequence in all areasa - ¢

16 picks plain
18" or 3 picks Island green

358" plain

18" or § picks Island green

354" plain

18" or 3 picks Island green

1% plain

Cenier of third paragraph: For example, few Vogue
patterns and most of the designer styles of the other com-

panies are not suitable,



