orsclouryy

Valuma VIIl, Number 1, issue 28 Summer 1983

the imporfance ol histerical and ethnie 1extiles




B RS R AR A AR A RS AR A AR AARARARASA AR AR RR AR A A RARARARS ERANRNE RS ARS EARA R
Kl
e

The Guide to Successful
Tapestry Weaving
by Nancy Harvey

A fully illustrated step-by-step guide for
weavers of all skill levels who want to explore
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world of tapestry.
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Natural. Scoured
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touch everywhere apparent.
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['ublished Quarterly.
$15.00 a year, $28.00 for two years.
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( OM I ﬂ N l O N Stores and Frolessionas Weavers please send
— e P 57 50 and resale rumber for complele sample set
126 SOUTH PHILLIPS SIOUX FALLS S DAKOTA 57102
605/338- 4333

2 SUMMER 1983 Wl



T earer3 Towyf

Quarteriy Journal for Textile Craftspeople

Summer 1983 Volume VIII, Number 1, Issue 29 ISSN #0160-3817
CONTENTS
ARTICLES ARTICLES (cont'd)
14 Musem Textiles: How to Get at Them and 79 Learning to Weave in Japan
Use Them by LaVonne Schrieber

by Beverly Gordon 85 Let's Pull Together
17 The Breath of Qur Grandmothers by Clotilde Barrett

by Cheryl Samuel 89 Space Dyeing with Fiber-Reactive Dyes
22 Shaker Textiles by Linda Knutson

by Nancy Hillenburg
25 Hands to Work and Hearts to God DEPARTMENTS

by Mary Eiva Erf 4 Letter from the Editor
27 Aklae: Norwegian Geometric Tapestry 9 Mail Bag

by Sonja Irlbeck 48 Index of Volume V|
32 Gifts from Ancient Peru 50 Errata

by Ulla Nass 51 Book Reviews
35 Southwest Indian Twill Tapestry B4 Product Reviews

by Betty Atwood 84 Product News
38 Sumbanese lkat 9 Coming Events

by Farrell Hannon 94 The Weaver's Market — Classified
41 Tying Warp lkat on the Loom a5 Advertisers Index

by Farrell Hannon
45 An Introduction to Computers for Weavers —

Part 2
hy Earl W. Barrett Cover photo: Ethnic and historical textiles are a source of
54 Inspiration — Does it Come Before or After? inspiration for contemporary textite artists. Pictured is o

Norwegian Aklae: photo eourtesy of Vesterheim Norwegian-
American Museum. Decorab, luea. (8See more ablae, p, 27}

by Shereen LaPlantz
57 The Art of Ixchel: Learning to Weave in
Quatemala and Rhode Island
by Margot Schevill
62 From Father Sky to Mother Earth: An Ethnic

Inspiration Editor and Publisher: Clotiide Barrett
by Nogl Bennett Associate Editor: Mary Derr
65 Inspiration Advertising: Margaret Martin
by Philis Alvic Circulation: Maxine Wendler
67 A Special Piece — A Special Place Wholesale Distribution: Jan Stengel
by Nancy Harvey Photography: Earl Barreit
69 A Contemporary Use of Traditional Damask Production: Ellen Champion
by Constance Lalena Staff Artist: Kay Read
72 Four-Block Double Weave on Four Shafts Typeset by WESType Publishing Services, Inc.
by Clotilde Barrett Printed by Mountain West Printing and Publishing.
75 How One Weave Leads to Another Ltd.
by Clotilde Barrett Color Separation by Spectrum, Inc.

The Wearer'sdJournalis published on the first of each Janawry. April, July and October by the Coloradn Fiber Cen ter, Ine P o). Box 20459, Roulder, Colarado 80306, Telephone (303 443 1170,
Subscription rates are 15000 U5, Curreney fir 1 vear (4 igguest or F2400 LS. Curreney for 2 years (6 jesues). Colorado residents and 35% salew tax. Outstde US.A - | year S1H00 1) 5.
Currency, 2 year §34.00 U5 Currency, Copyright Ooloradn Fiber Center, Inc.. 1983, Seennd-clasy postnge paid st Boulder, Colorado and additional mailing offices. The Weaver's Journal
USPS 3342100 The editorial enmmitter takes no responsibility for the gonds advertised in this journal. POSTMASTER: Send address change form 3579 to The Weaver's Journal, PO Box
24, Brulder, (0 B0G,

wJ SUMMER 1983 3




LETTER FROM THE EDITOR

We have devoted quite a few issues
of The Weauver's dJournal to “how
projects are woven”. This issue, on
the importance of historical and
ethnic textiles, puts more emphasis
on “why are people weaving?” One
wonders what inspires and moti-
vates human beings to spend hours
at their looms, interlacing fibers to
create textiles. Yet, this process has
been going on for thousands of
years and will be a characteristic of
mankind for vears to come,

Surely, our ancestors needed to
produce cloth in order to protect
themselves against weather, but
this is not enough to explain all
the beauty and the tremendous
amount of technical skill that we
admire so much in ancient textiles.

What motivates many weavers
today i1s their cultural heritage.
Traditions are handed down; tech-
niques and patterns play such
intrinsic roles in certain cultures
that craftspeople have acquired an
inner drive to continue doing what
their ancestors did. For them,itisa
way of life and way of sustaining

livelihoed.

However, for most of us, especially
Westerners, our cultural traditions
have been obliterated many years
agn. Migrations of people, wars,
trade routes, the advent of the
industrial revolution, have left us
with very little cultural tradition
but, instead, have made us into
strong individuals who are forever
searching in the past and learning
about the traditions of others.
Gradually we acquire a deep sensi-
tivity toward the textiles that we
admire, and we reinterpret these
feelings into statements which are
the textile forms of today.

The contributors to this issue write
about their personal quests for
their reason for their involvement
with textiles. Shereen LaPlantz
makes haskets and is aware of her
inspiration on the conscious and
unconscious level, yet her work has
4 SUMMER 1983 WJ

a strong individuality of its own.
Farrell Hannoen has studied Indo-
nesian ikats and in this issue she
writes about the warp ikats from
Sumba. However, she also de-
scribes the technical problems (and
solutions) of weaving curtains
which she designed after assimilat-
ing a vast knowledge of ikat tech-
niques but vet can be woven on a
regular floor loom. Nancy Hillen-
burg and Mary Elva Erf have
researched the textiles produced by
the Shakers from the time they
settled in the United States. This
search into the past and into tradi-
tion has been very important to the
cloth that rolls off their own looms
today. Ulla Nass has found inspi-
ration in the techniques practiced
in ancient Peru as well as in their
unique pattern systems in which
design elements play the dual role
of pattern and background. Betty
Atwood has recognized the great
importance of archaeological digs
in the Southwest UJnited States
which show that the Anasazi had
the knowledge to create intricate
twill patterning. Philis Alvic re-
flects on the pattern weaving of the
past, including Colonial coverlets.
These patterns are a constant
inspiration for her colorful wall-
hangings which she weaves in
Summer and Winter, an ancient
weave that is given a very contem-
porary interpretation.

Cheryl Samuel and Noél Bennett
have had to de a great deal of soul
searching and make very personal
decisions because they are so close-
ly involved with the techniques
and the aesthetic statements of
North American Indian tribes from
which they have no parentage.
Both have great respect for ethnic
traditions.

As weavers search for beauty in the
textiles of the past some pattern-
ing, some techniques, will speak to
them louder than others. They
learn to listen, to uncover special
secrets, to absorb the subtleness of

weaves. Finally they are able to use
weave structures of old and historic
textiles and adapt them to the
equipment and working conditions
available to us today.

Connie LaLena has found in the
age-old damask technique a way to
express her visions about Western
landscapes.

Margot Schevill writes about her
dual exposure to the learning pro-
cess of becoming a weaver: one in
Guatemala, the other at the Saun-
derstown Textile Schoel in Rhode
Isiand.

The inspiration for a particular
woven piece may often be found in
a ritual or a myth. In either case,
symbolism becomes an important
element to convey the message
which the woven ¢loth holds within:
itself. Nancy Harvey writes about a
special project in which the ecclesi-
astical function of the piece had a
great impact upon the design.

Finally, Beverly Gordon helps all
of us to find in museums what we
are looking for. Repeated trips to
museums and quests into the his-
tory of textiles and into the cultural
traditions of other weavers are
most likely to reveal to us the
answer ta the question “why are we
weaving?”.

Another way to discover the true
meaning of a cultural heritage is to
study abread. For those who
choose Japan, LaVonne Schrieber
has contributed a very comprehen-
sive article about learning Japa-
nese traditional weaving.

Some of the authors mentioned
above give technical data about the
weaving they have researched and
about their own work which re-
suilted from the study. Sonja Irl-
beck’s article is mostly technical
and describes the processes in-
volved in reproducing very tradi-
tional Nordic tapestries called
AKLAE. The reader is encouraged
to weave a sampler as an introduc-
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tion to the mastery of this tapestry
technique which is done on a floor
loom.

Linda Knutson has contributed to
this issue by writing a technical
article on dyeing. She uses fiber-
reactive dyes to produce yarns and
cloth with the now popular space
dved patterns.

This issue of The Weaver’s Journal
also contains two articles aimed at
improving the technical skills of
fabric designers. The pattern ele-
ments are taken from traditional
overshot weaves. The weave struc-
tures, however, are double weave
and complementary weft plain
weave. The articles show how one
weave structure can be derived
from another. This process leads
into the discovery that one can
weave certain 4-block patternsin a
4-shaft double weave weave struc-
ture.

Part II of our initiation of weavers
into computers may sound a little

bit too technical for seme. How-
ever,itis an important concept and
worth a little extra effort if one
hopes to be able to adapt weaving

for this weave structure with me,
please let me know. It may very
well lead to an issue of The Weau-
er’s Journal in which velvets be-

come the main feature.

(et ote

P.S. An address that might be
important to those who are very
interested in ancient textiles and
might want to join CIETA (Centre
Internationale des Etudes des Tex-
tiles Anciens), 34 rue de la Charite,
69002 [.yons, FRANCE. Their next
general assembly is Monday, Sept.
19, 1983. The proceedings of this
meeting, mostly in English, are
sent to their members and contain
papers that are of special interest to
those interested in old textiles or
unusual ethnic techniques.

programs to the particular system
that one has purchased.

Finally, we are continuing our
efforts to establish a vocabulary
and draft system thatis acceptable
to all handweavers. The response
to the question “shall we adopt the
word harness or shaft?” had some
surprises. We honestly thought
that we would get more letters in
favor of “harness,” yet the word
“shaft” won out by a narrow mar-
gin. We did appreciate all the let-
ters and comments and are pub-
lishing mest of them in “Mailbag”.
Please come through again: this
time read the article “Let’s Pull
Together” and let us hear from you
how you feel about it.

One last request. I am currently
very interested in velvets: those
that can be woven on a handloom.
If anyone shares the fascination »

MACOMBER
LOOMS

THE KEY TO YOUR
WEAVING DESIGNS

THE DOBBY WITH A
DIFFERENCLE

Becch Ridge Road
York, ME 03909
207-363-2808

[ TP . The DESIGNER'S DELIGHT overcomes this limitation with three selection modes.
4 DA
IJLSIGL l—:l{ s Design Mode-design, change. correct, and recard the pattern as you weave it,

EFLIGHT"

MACOMBER LOOMS

A microcompuier that controls the harness tie up and treadling sequence ol your patiern.
You can add it on to your slandard Macomber loom in less than one hour with simple tools, or
order as an accessory on your new Macamber ioom giving you two looms for the price of one
conventional dobby loom.

Conventional dobby looms lock the weaver into a preprogrammed pattern without allowing for
correction or madification of 1he pattern during weaving.

Autematic Modepreprogram your pattern. step on ihe pedal. throw the shutile and weave,
Manual Modewhen you just want to play or experiment and not record your pattern.

In additicn your pattern may be displayed at any time on the L.E.D. display. The DESIGNER'S
DELIGHT features single pedal operation, permanent storage of your tie up, and permaneni
storage ol your treadling sequence on seperale keys for lulure use. For exampie you may use
ihe same tie up key but different ireadling keys for many patterns.

This unigue yet simple device allows us to offer up to 32 harnesses capacily in 24772 weaving
widths with single pedal operation.

Get the best! Buy a MACOMBER LOOM.
Ask the weaver who owns one,

For further information ¢all or wrile
MACOMBER LOOMS Beeeh Ridge Road York, ME 03909 207-36:3-2808
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LINEN YARNS

— LARGEST SELECTION OF
sizes, finishes, & colors

Send $3 for complete linen sample
and color cards

WOOLEN YARNS

— handweaving worsted
2{20s and 3/12s in 56 colors

— NEW HEATHER COLORS
1.25 run imported
100% virgin wool

Send $1.50 for 2/20 and 3/12
worsted color card
$1.50 for 1.25 run wool color card

LECLERC LOOMS

& ACCESSORIES

Quantity Discounts Available
Dealer Inquiries Invited

TELEPHONE ORDERS ACCEPTED
FOR IMMEDIATE SHIPPING

FREDERICK J. FAWCETT, INC.
Department W
320 Derby Street
Salem, Mass. 01970
tel: 617-741-1306

WRITE FOR FREE CATALOG
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MAIL BAG

When logking at handwoven gar-
ments | have often thought to
myself, "It's too bad mare weavers
aren't better sewers.” 'mreferring
to the picture of the garment on
page 32 of the Winter issue.
Proper finishing of this garment
requires a snap or haok and eye at
the neckline of the underpanel so
that it is held up where it belengs
and doesn't drag dawn the callar.
Itis a beautiful garmentand itisa
shame that this finishing detail
was omitted because it causes the
top to hang poorly and so offends
the eye

Perhaps you could do an article
on tailoring technigues for hand-
Weavers,
Paula T Ferraner
Clark. N.Y.
Ea. We hope to have such an
article soon.

On behalf of the ladies of Dau-
gavas Vanadzes. | would hke to
thank you for the surprise and
thrill 1t gave us, upon receiving
The Weaver's Journaf. Volume VI,
NMumber 3, Issue 27, to find 1in the
Book Review section a marvelous
write-up of our book “Latvian
Sashes. Belts and Bands.” It was
months and months of hard work.
Especially for Mrs. L Treimanis,
who did all the drawings and
wedving samples. Also Mrs. Al
Dzervitis who donated her materi-
al, adwvice and hme (her age late
80s)

Mrs. A. Jakobson

Toronto, Canada

When | am threading an intricate

pattern. I mark each pattern with a

safety pin clipped on the harness.

Thes is heipful when searching for
a passible threading error

Sally Bastledo

Kitchner. Ont., Canada

Many thanks for the computer
articles you are printing. Special
thanks to you and Sally Swantz for
her Weavcat | on the Apple {TWJ,
Fall 1982. p.68)

Berng a new owner of an Apple li,
but abysmally ignorant concern-
ing computer language and pro-
gramming. | really appreciated
being abie to keyin herindex pro-
gram. And wonder of wonders—it
works. For several years | have
indexed the magazines on cards.
as the prirnted indexes seem in-
adequate (1 am a retired librarian,
as you might have guessed). am
now in the process of transferning
these indexes to the computer.
Especially appreciated s the abif-
ity to add, after the reference,
additional subjects. making the
references much more useful.

lwonderif any of your readers has
a good material inventory pro-
gram (for the Apple} they would
bewilling to share with those of us
wha are struggling to learn pro-
gramming.

I will look forward to more com-
plete programs in the future, and
hope someday to be able to share
one of my own with your readers.
Aris Piper

Forest Grove, OR

| am a new subscriber to your
magazine. and | think that it is very
professional. It has so much tg
offer AND INSPIRE! lam European-
born and | like clarity and preei-
sion!
Ruth M. Renzema
Albany. N.Y.

i do enjoy my Weaver's Journal

and | write the same as | did after

the firstissue. Keep up the scholar-
ly approach. I love it,

Mary Bilack

El Granada. CA

In future isswes | would like to see
garment problem sloving tor the
‘mature’ figure. Also home ideas
for wool storage, yarn keeping,
inventories? Could even include
the multitude of accessories a
weaver accumulates.

My husband and ! have movedic a
condominium and the second
bedroom. including sleep sofa. is
my 'studio.’ Itis easy to store away
items not needed at the moment,
but would rather not. Any sugges-
tions?"
Barbara Roberts
Olympia. WA
ED: These are good suggestions
for articles and we will certainty
keep them in mind. Do any of you
readers have suggestions for
solving the storage problems most
weavers seem to have?

I have just recently started reading
your magazine after stopping sub-
scriptions to several other weav-
ing publications and have decided
that yours is the one I want to
continue. Thanks for a wonderfut
reading experience.
Judy Williams
Largo. FL

My thoughts on handweaving? |
belong to the old school and
beheve that the old definition of a
woven fabric is still valid—with
certain exceptions | mean the
defirntion: A wowven fabnc con-
sists of two systems of parallel
threads. crossing at right angies
and interlinked according to fixed
rules called weaves."” Today one
exception s triaxial weaving
where 3 syslems of parallel
threads interlink at 120 degree
angles and another exception i1s
the casement cioth that is hand-
woven with a reed not set in the
beater but locse. where filling-

bands stand at add angles against
the warp.

Walter Hausner

Hackensack, NJ

Two issues ago you promised
more coverage for Beginning
Weavers. What happened?
E. S. Oppenheim
Sulphur Springs, TX
Ed: For a time, we considered a
"For Beginners” column in The
Weaver's Journal. However, we
abandoned the idea because we
found we could not put articles
into the slots of being for beginner,
medium or advanced weavers.
What is a beginner, anyway? The
term (s a very refative one, since
we each come [0 weaving with dif-
ferent backgrounds and skilfs.

This does not mean we have for-
golien baginners. We still keap the
beginner int mind with articies like
‘How to Thread a Loom' (TW.,
Aprit 1883) and with our insist-
enca that alf weaving mstructions
te clear and concise.

I am curtous about a device des-
cnibedinan article on pg. 45 of the
Winter issue of The Weaver's
Journal, the Glimakra long-eyed
heddle accessory. Since | am very
new at this weaving business and
have a lot to learn, is this some-
thing that could be used for “shaft
switching" as used by Peter Col-
lingwood? Or perhaps these are
two entirely different things.
Wawanna Petkelis
Laguna Miguel, CA
£d: Many articles on shaft-switch-
ing have been pubiished in The
Weaver's Journal. The function of
shalt-switching fs to change the
threading while the warp is on the
loom. Long-eyed heddies do not
perform that function and there is
no refation between shaft-switch-
ing and long-eyed heddles.

SELECT YARNS FOR
THE FIBER CRAFTSMAN

Fine Canadian Wool Yarn
at AFFORDABLE PRICES.
27 Colorsinl, 2. & 3 Ply.

SAMPLE CARD  $1.00.

592 . SWAIN AVENUE
ELMHURST, IL 60126

for yaur wedving and spinong needs.

¢ Schacht

¢ Norwood

Unique fashion threads for kriitting and crochet
Fag Hugs § 40 serinch
Qpen Monday-Saturday 115
{815) 786-2233
215 West Center, Sandwich, IL, 60548

® Harrisville »
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THE HARNESS RACE

Ed: inthe Winter 1982-83 issue of
The Weavers Journal, we made
an appeal to our readers for an
opinion as to whether we should
use the word harness or shaft
when we refer to a heddfe frame.
The problem has obviously been
nagging many weavers, teachers
and writers, because the response
from our readers came in “en
force, " and we were defighted with
their involvemen!. The responses
were so interesting tha! we de-
cided to print most of them. We
hope there will be more letters on
the subject in our next issue, foo.
The race is close, but, as we go to
press, shaft is in the lead.

1 use the word “shaft.” If you use
"harness” to refer to a “"shaft"
then you cannot speak coherently
about draw loom weaving, as you
know. Ed Oppenheimer

Santa Fe, N.M.

In the U.S. and Canada. the term
“harness” is used, erroneously, to
denote the heddle-carrying de-
vice onaloom. Everywhere elsein
the world and in every cther lan-
guage the correct term "shaft” is
used. lwould liketoseeareturnto
the correct and more universal
term. Personally, | hadn't been
weaving very long before | real-
1zed that "shaft” made more sense
and changed my vocabuiary. Fre-
quently one sees magazine arti-
cles where harness 1s used for
shaft as well as for harness, as
when discussing Collingwood's
shaft-switching technigue or two-
harness technigues. Many of
these articles are virtually incom-
prehensible as a result. With the
increasing popularity of these
technigues as well as increasing
use of Scandinavian looms and
techniques. this confusion in ter-
minplogy will become more ob-
vious and irritating. Someone has
to attempt to clarify the language.
Jo Swallow

Vancouver, Canada

Harnessis the word we preferherg
at Spin 'n Weave. Joan Ruane
Tucson, AZ

{ prefer to use the word harness
instead of shaft. Marilyn Kegg
Huber Hts., OH

| vote for Harness. Rippelton
Chapel Hill, N.C.

| prefer shaft. Susan Gustafson

Poplar, Wl

| prefer the use of the word har-
ness. Probably because | first
learned that word and iater real-
ized that shaft was the appropriate
word also. | have only been spin-
ning and weaving since 8/81 so |
am still confused sometimes by
the jargon.
Nancy Martin
Big Spring. TX
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I feel strongly about the use of
"harness”and "shaft.” | think we in
the United States should start
using the proper terminology. So,
I hope your readers will convince
you that we should change our
usage of the word "harness™ to
shaft where it is applicable. In the
mare camplex weaves this should
be a necessity. It you make this
change in The Weaver's Journal,
perhaps lcan persuade HGAtogo
along with it—which | have been
trying to do.
Marian Hoskinson
President, Handweavers Guild
of America

Please, shaft is an bonest word in
the weavers language. Itis impor-
tantthat weavers have anaccurate
way to communicate with each
gther. | thought you were brave to
atternpt to get this usage correct
and | tried to make use of it too.
MNow, after a year (?), shaft brings
a clear image to my mind.
Claudie Anderson
E. Helena, MT

I'd like to voice my choice. | favor

harness and | thank you for the

opportunity to express my opin-
ion.

Harriet Johnson

Bemis Point, N.Y.

Piease enter my vote for shaft,

even though it has slang connota-
tions. it is the better word,

William Koepp

Bakerstield, CA

I favor the word harness.
Sally Bastedo
Kitchener, Ont,, Canada

In regards to your survey as to
which term—shaft or harmess—
should be used, |would like to vole
for harness. It seems to be used
most frequently in other publica-
tions, and | feel that standardiza-
tion of terms makes it easier for
weaversto use the vanaus pubhca-
tions in our field. That 15 just
another.
Sue Black
Bridgtan, ME

'm writing to you to say that |
prefer the word SHAFT

Mary Williams

Mt. Nelson, Tasmania

| favor the word harness.
Margaret Looney
Cambrnia, CA

Urnless all North American weav-
ing publications changed to
“ghaft”. 1 think The Weavers
Journal should stick to harmess.
When | read a European book. |
expect to come across different
terms. Wouldn't it be nice if weav-
ing terms could be standardized
world wide! (Like metric}.
Ruth Jarvis
Deep River, Ont.. Canada

WHAT'S IN A NAME? This is in
reply to your request to decide
whether to use the term “harness™
or “shaft.” Only the “Weaver's
Journal” which tries to be as cor-
rect as possible would even raise
the question. Let us firat consider
the entire confusing prablem and
try to establish a basis for the use
of terms. So—What's in a mname?

Well maybe a name is the wrong
word. We really wanttouse aword
or phrase to identify a thing, sys-
tem, action. etc. to other people so
that we do not have to give a
lengthy and detailed descriptian.

We should use the terms in com-
monuseinthe USAand thatarein
the basic American books that
have been accepted over the years
even if it takes a few more words
We should not try to force strange
terminology, foreign words or
invent names. Since some good
books (mostly British) are availa-
ble that use different terms, we
can keep readers informed of the
differences. This would expand
their understanding and enable
them to advance more rapidly if
they care to do so0. Let us try an
example.

An article was published giving a
twill design based on a mathemat-
ical formula and using a new name
for this type of design. Since this
twill could have atso been deve-
loped in a customary manner and
did not really give a new effect,
there was no need fora new name.

Foreign terms are frequently men-
tioned without giving details.
Opphamtais anexample. Justtry
te find out whattis, Cyrusis lhe
onty book in English that 1 know to
g0 to and it is not there. Cyrus
does show "Upphamta.” How do |
know if it 15 the same? No foreign
term should be mentioned without
either complete details or refer-
ence toareadily available bogk or
maonograph in English. If there is
an equivalent American term it
should also be referenced.

Some terms need to have more
exposure. Couperis one of these.
This word has been used in the
British areafrom Murphy {1827) to
Tovey (1975}, Thisis what we may
call the top levers on a counter
march loom. We could refer to
thern thus: top levers (Coupers).

If you are in at least general
agreement with my previous
statements. the answer to your
guestion is to use "harness.” This
term is probably familiar to all of
your readers and has been ac-
cepted in America in both popular
and commercial books for many
years. You could occasionally
write “harness ({shaft}” far the
education of your readers in USA
and for clarification to your for-

eign subscribers. The exception
would be if you had an article on
the draw loom or similar type of
complex loom where the term
“"harness” has a different mean-
ing. You should use "shaft” if you
are addressing a group of ad-
vanced complex weavers.

It would take a complete article to
coverthe history of the terms used
for the devices to raise and/or
lower the warp threads. Itis inter-
esting to note that i made a check
on the books that | have and found
that the British did not seem to Lse
the term “shaft” alone without
other words such as "heald shaft”
until the 1900's. In the USA the
term “harness” for the same thing
was in common use at least as
early as 1880.

So—"What's in a name"? Simply,

it must be understood by almost

all the persons you are ad-
dressing.

Jim Poulton

Columbus, IN 47201

{ am ane of the strongest suppor-
ters of the correct work “shaft”
After coming to this country, |
nicely got used to using "“har-
ness.” Writing the Augstadt book
with Ruth Hofroyd and in it using
the word “shaft” consistently did
not change my habit regarding
harness at all. But when you
declared in The Weaver's Journal:
from now on if's only "shaft,” |
forced myself to getting used to
the word “shaft.” | believe all of
our guild members are used to
learning and reading “shaft,” for
our newsletter editor also uses
only "shaft " lfigurein afew years
they all will be using it just as eas-
ily as { do. It definitely is the cor-
rect word. therefore you should
not go back to “"harness” The
guestion should be: how do we get
all other fiber magazines to use
the correct word at all times? It
does bother me reading “harness”
where it should be "shaft™ All
weavers should learn the correct
meaning of “harmess,” as you
pointed out in your editorial lett.

Hereis my strongest vote possible
for SHAFT.

Ulrike L. Beck

Grand lsland, NY

Finally. | favor the word harness,
Jane Merryman
Petaluma, CA

Responding to your editorial letier
in the Winter 1982/83 issue of The
Weaver's Journa! we members
and friends of the Weavers' Guild
of Buffalo favor the word SHAFT.
Irene Cuthbert

Alice Bunnell

Elizabeth Prost

Evelyn Pirson

{and 22 other members}



I truly. down deep, prefer “har-
ness.” probably becavse | grew up
with the term. It could be rational-
ized by that old dictionary maxim:
Usage makes it s0! Susan Hick

Englewood, CO

Yes, I'd like to vote on the issue of
harness/shaft. | thought it might
be interesting to research the
development of the use of the two
termsinliterature . . . lamenclos-
ing the references | found.

Apparently, as far back as the late
19th century, harness became the
accepted term used in commer-
cial weaving texts in the United
States (Posselt). However, if you
go back far enough “leaf” seems
to be the term used in Britain
before the development of the
Jacquard [ooms confused the
issue and introduced the terms
“harmess’ and “shaft’ in an en-
tirely different context. As with
mostof ourlanguage, use eventu-
ally prevails and now | don't think
"shaft" is the correct word in the
United States and certainly is not
the preferred terminthe U S, Tex-
tile Dictionaries or by the manu-
facturers of looms. {Frost just got
a |letter from Robert Leclerc, the
largest loom manufacturer in the
world, and he was discussing
some special looms he was buil-

ding . . . a draw-loom, a "12 foot
12-harness loom™ and a “dobby
isom on a counter-shed ar coun-
ter-balanced weave for 12 har-
nesses. )

Obviously, | feel strongly that
handweavers in the United States
should continue using terminol-
ogy with which they are familiar
andforwhich there isa preference
shown, namely, “harness.™ |
would not think of expecting the
British to change their practice of
using “shaft.” This is one of the
exciting things about language -
. who knows in the year 2000 we
may have a new term if there isan
advance in the development of the

instrument we now call a loom.
Mary Elizabeth Laughlin
Newcastle, CA

In response to your editorial in the
Winter 1982-83 issue of The
Weaver's Journal, | would like to
register my support for the use of
the term “shaft.” It seems to be
increasingly accepted among
handweavers for all the reasons
you cited. Wouldn't it be a step
backward to revert to a iess pre-
cise word when already aware of
and using appropriate terminol-
ogy”?

Itis interesting to note that Harriet
Tidballin 1961 urged the adoption

of “the universaily used word
'shaft’™ when she realized that it
had the backing of the LJ.5. mem-
bershipof CIETA (Centre Interna-
tionale d'Etude des Textiles An-
ciens). However, although her
respected writing continues to be
a major influence on weavers, |
suspect that her recommenda-
tions on terminology (hidden in
the Author's Note of The Weaver's
Book and in the Addenda of Sur-
face Interast) were too obscure to
be heeded by more than a few
careful readers.

Comfort with language comes
through using it, and The Waav-
er's Journal inits role of educator
and communicator with weavers,
not only reflects usage but can
lead—correctly, | hope!
Doramay Keasbey
Bethesda, MD

1 find it difficult to say “shaft”
instead of “harness” when talking
about asingle frame. lalso hateto
read "shaft" becauseinmy mind, |
am taking time to substitute
“harness."

In my music field, we have many
terms which are perhapsthe more
correct; but to a musician—we use
those popularly accepted in this
country and get along fine. | wish
weavers would do the same about

several weaving terms. And | wish
they'd be more consistent about
other weaving chores and theory
ruies.

Butlknowitcan'tand won'tcome
about. But, Mrs. Barrett, please do
decide in favor of “harness” and

take a step in the right direction
Adele Scott Sullivan, D. Mus.
Morlon Grove, IL

Incidentally, in the harness/shaft
matter—Ithink I'd cast my vote for
"shaft” but at first when you dis-
cussed it, | rebelled against any-
thing but "harness"” as | was more
familiar with that; however. | think
“shaft”is probably more accurate,
and could avoid confusion. I note
that Edward F. Worstin hisclassic
bock sometimes uses "heddles”
and “harnesses” interchange-
ably!! Betty Eniner

Santa Maria. CA

My vote is for "barness” rather
than "shaft™ Present day usage
probably influences the feeling.

| favor the Harness since that is
the word | learned to use in my
textile classes in callege. Perhaps
it could be printed: Harness
{shaft), in future issues in order to
make all “winners” in the debate.
Marion Minger

Burlingame. CA 94010
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Handweaving
with
Robert and Roberta

%is a winner and a best buy for its comprebensive educationaf ralie.

HOME STUDY COURSE

16 books

FOnly $107.00 or $26.95 for the first 4 books including yam
csamples and prices for all weaving projects with each book.
¥This highly rated and clearly written home study programﬁ
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The Harrisville 40” Loom—8 harness
Quality, Dependability, Economy

ALABAMA

CALIFORNIA

Rumplestilskeins
12018 OQueens PLL
Huntsville, AL 35803

ALASKA

The Green Bear
Weaving Studic

Rox 2142

Sitka, AK 94835

Leror Music Yarns
Old Palmer Highway
Pulmer, AK 99645

Valley View Fibres
1783 Eagle River Road
Fagle River, AK 98577

ARIZONA

Cahin Fever Weaving
Paradise Valley, A7 85253
802-840-5244

Fibres & ves, L'TT.
15 East Tth Street
Tempe, AL 85281

SUMMER 1583 wJ

The Camel
935 0 Street
Arcata, (TA 95521

Lyenwar Cralt Studio
236 Eust 16th Street
Closta Mesa, TA 92627

The Golden Fleece
190 Sacramento St
Aubum, CA 95803

In Stitches
1114 State 5t. 410
Santa Barbara, €A 53101

San Francisco Fiber
3435 Army 5t #9222
San Fruncisco, CA 84110

Shnttle Me Wool
6035 Highland Circle
Bedding, (TA 96001

Three Shuttles
1908 E. Muin
Ventura, CA 53001

The Walking Wheel
2498 Stevens Creek Blud.
Sun Jose, CA 95128

The Yarn Basket
135-B Muin St.
Chico, CA 955926

COLORADO

Conntry Fibers
814 0. Havana St
Aurora, () B2

Skyloam Fibres
1905 S0. Iear]
Denver, () 80210

The Unigue
21% E. Bijou
Colorado Springs, (70 30903

CONNECTICLUT

Gisela Originals
10 Sterling Drive
Collinsville, CT 06022

Waterford Weavers
1178 Boston Post Boad
East lvme, CT 06333

DELAWARE
Mourning Star

3075 New Castle Ave
Seew Clastle, DE 19720

FLORIDA

Cascade

Ruilroud Sonute
H94-3 lndistrial Drive
Tallahasses, FL 32301

Florida Fiber Co-op
B May S
Jacksomville, FI. 32204

Penelope’s

Breads and Threads
162 N E. Znd Avenue
Delray Beach, FL 33444

Weavers & Thread
FPedlars, Inc.
70 Ringling Blvd.
Sarasota, FL 33577

Weavers Empaodnm
800 Eau Gallie Blvd.
Melhourne, FL 32825

Qur looms are available from these

Wovenware
1810 N, Orange Ave.
Orlando, FL 32504

GEORCGIA

Direwin Weaver
2980 Crandview Ave N.E.
Atlanta, CA 30303

Homeplace
LB7E 5. Lampkin St
Athens, GA 30806

Leafwond Stadie
3007 Leatwom? Dr.
Murietta. GA JODET

1DAHO

Wild and Woaolly Ways
2214 Farview Ave.
Beise, 1D R3TO2

ILLINOIS .
Bl Weavels Lid.

22 West Chicago Ave,
Nuperville, [L 60540

{’heshire Studio
Montclaire West

1407 Trow R
Edwardsville, T, B2025

Rich Knits
2101 N. 75th 4ve.
Elnwood Park, 11 60635

Shepherd’s Hurvest
1925 {entral
Evanston, 1L 60201

Weaving Workshop
AHB2 N Halsted
Chicago, [, 80657

INDIANA

Fiarth & Fiher Shop
617 Main 5t
New Harmony, IN 47631

The Weuvers Cormer
14149 Eust Spring 5t
New Albany, [N 47150

The Whig Rase
3. Bruena Vista R,
Fvansville, IN 47710

Yarns Lnlimited
405 E. 4th St.
Bloonmington. IN 47401

10WA

The Fiber shap

1342 State St
Bettendorf, 14 52722
Macra-Weave Plus
TL20 University

Des Moines, (4 50311
KENTUCKY

Designs in Textiles
113 Adams St
Louisville, KY 40208

LOUISIANA

Les Petits T'isserands
{The Little Weavers)

413 Marie Antoinette St

Lafayette, LA T0506

MAINE

Martha Tlall
468 Main St.
Yarmouth, ME (40596




and other fine handweaving shops. Complete dealer listings will be supplied upon request.

MARYLAND

MONTANA

Avis” Cottage Crafts
3114 Munigomery B,
Ellicott City, M17 21043

Hemlock Hill Handspinners
PO Box 48
Mt Airy, MDD 2177

Oxloced Stk Eachange
Murris St
Oxford, MI> 21654

The Weaver's Plage Inc.
3900 Wetheredsyille Rdd.
Bultitnore, M 21207

MASSACHUSETTS

Batik & Weaving Supplier
102 Mussichusetts Ave.
Arlington, MA 02174

Linsey-YWoolsey
East India Sequare Mall
Sulem, Ma 01970

The Weuvers Shop at the
Brew ster Hooster

Houte 84 & 01d North Bd.

Breswster, SMA 02631

Webs
104 M 50, Box 349
Amherst, MA D10

Wehs
1225 Sunner Ave.
Springfield, Ma 01115

Wildflower Fibier Studiv
it Woalnut Plan Rd.
Ruchester, MA 02770

MICHIGAN

Fibermedio of Old Town

24T Cedur 5¢
Flede, M1 45842

The Lani' Tale
ITHID Muttson
Al Cleriens, M1 48043

Mariposa Handweavers
LG9 8. Muple St.
Traverse City, ML 49654

Traditinmal Handerafts
154 Mary Alexander €t
Northville, MI 48167

The Weas or Bird
TO81 Hafbton Rd.
SN Muskegan, M1 49445

The Wild Welt
407 N 5th Kermyvtown
Ann Acbor, MI 48104

The Yarn Merchunt
120 N. Church
Kulamazoo, M 49007

MINNESOTA

Spring Creek Farin
Box 468
Mound, MN 35364

MISSOURI N
Missouri Valley Fibers
314 Westport Rd.

Kansas City, MO 64111

The Weavers' Store
LI X, 10th 5t
Columbia, MO 85201

Tuseph's Com
131 W Main
Missonla, MT 58801

NEW HAMPSHIRE

Andes Quality Yarns
RFD

Union, NTI 03887
Cunterbury Yarns

I3 5. State S5t
Concard, NH 03301

NEWJERSEY

Colden Fleece
T400 Texas Ave.
Cape May, N] 08204

Harmony Handweaving
Ri> 2, Box 361, Rt. 538
Monroeville, N 08343

Oldebrovke Spinnery Inc.
RI1> I Mountain Rd.
Lebunon, N] 0AR33

The Wool Furm
1721 Washington Valley Bd.
Martinsville, NJ 08836

NEW MEXICO

Villuge Wools
3501 San Mateo M E.
Albuguerque. NMHTI10

NEYW YORK

[raft Dhrnes Handerndfts
L3384 Main Bd., Box 148
Akron, NY 14X

1ariFf Designn Associntes
SO Fifth Ave. Hin Sk
New York Clity, NY 101

Barbara Evans Decker
135 Williutus St

Crenevin, NY 14456

The Fiber Shop
1321 Pinnacle Rd.
Henriettu, XY 14467

The Muovospinner
116 Eust Main St
Port Jefferson, NY 11T77

The Shuttle Stup
LL3 West Fayette St
Syracuse, NY 13202

NORTH CAROLINA

Griffin's
Rt. 7 Box 958
Creensboro, NC 27407

Heritage Crafs
Rinehardt Rd., Rt 8
Mooresville, NC 26115

Riverwood Handweaving
LS Highway 441, Box 310
Dillsboro. NC 28723

The Weaver's Weh

12 wall 5t.

Asheville. W 28801

OHIO

Cellar Weaves Studio
2776 Belgrave Bd.
Fepper Pike. OH 44124
Cillian's Weaving &
Knitting Supplies
4187 Olentangy Blvd.
Columbus, OH 43214

The Liooan Shed
J3 W College St
Oberlin, OH 44074

Wild & Wouoly
1509 5. Water St
Kent, OH 44240

OKLAHOMA

Warped Weft
Studio & Fibres

104 Mangald

Perkins, K 740549

OREGON

The Knotting (f}].'mlh(-‘r
3257 SE Hawthorne Blod.
Porttand, OR 97214

Millstream Yarms
1313 Mill St S.F.
Sulem. OR 7301

Westerly Webs
First & Chicago
Bundon, OR 97411

The Wenalsicle Wesver
0443 Wondside Lo
Bend, (IR 97702

PENNSYLVANIA

The Artisan’s Accomplice
2 E. Lancaster Ave.
Wiavne. PA 19087

Irgpple Crafts
Box 134, RI) 6
Lancaster. PA 17803

Jun & Thoda Russel]
Haunderufter's Studio
2461 Freemmanshurg A e

Eastan. PA 18042

Knathings by Mary Ann

at the " Doctecs Houwse”
Old Bt 8 oat B Cruikshank
1Y 6. Butler, PA 160

Kuots & Treadles
101 E. Pittshurgh 5t
Delaont, P 15626

Sally Young's Wool Basket
RIY I, Box 207, Brigich Hd.
Canonshurg, PA 15317

Wilde Yurus [1

TN Main St
Dovlestown, PA 15901
The Yarn Connection
31895 Craig St
Fittshurgh, FA 15213

TENNESSEE

Kav Hultguist Weavings
1589 Sunrise Dr.
Maryville, TN

TEXAS

Beck's Warp "™N Weave
& Needlecrufl

2515 Mth

Lubbock, TX 79410

The Courtvard Collection
Sundance Syuare

115 W, 2nd St., Suite 103
Fort Worth, TX 76102

Craft Industries

T8 Woodluke Sqnare
Westheimer at Gessner Rd.
IMouston, TX 77063

Hill Conntry Weat ers
620A West Jth
Anstin, TX TH706

Padre Bland Weuavers
453 Lowisiana
Corpus Christi, TX 78404

Spindletap
6617 Snider Plusa, 8110
Prallas, TX V5205

VERMONT

Creenmiont Yarns é2 Looms
Bennington West

West Rd.

Benmangton, V7T 065201

The Juys of Waol
T West Canel St
Winaoski, VT 05404

VIRGINIA

The Colden Ram
201 Park S0 at Evans St
Christinsburg, VA 29073

The Hundweuver
A Coventry Hed
Virginia Beach, VA 23462

The T & L Stadia

124 Allison Kd.

Newport News, VA 23602
WASHINGTON

Fleece & Fiher

316 5. 2nd Se

Yirkirna, W4 98501

The Livzy Seuun
Kt 2 How 2731
Cirandview, WA Y8430

Lowstns & Lessons of Olympia
B Clenwond Dr 5.3
Clvinpia, WA 98502

Tinetoria
S3E Stone Wy North
Seattle. WA 951013

WISCONSIN

Cabin Fever Weaving
Stur Lake, W1 34061
T19-542-3871

Fiberspace
1232 E Muson St
Coreen Bay, W 534301

The Luoms
Shube Hag St
Minerad Point, W1 53565

Weaving Warksbiop
BLT% K. Juhoson St
Midion, W1 53703

WYOMING
Paintbirush Callery

114 Nurcth %th
Worlund, WY 32401

CANADY
The Craltson’s
Art Supply Led,
18K3 Granville 5t.
Halilax, Nova Seotin BIJEVY

Fwe & Me
Job Fwws, 10 & 24
Shelbuarne, Ontario

L4 Tisserin
3731 Monkland Ave.
Montreal, Quebec HHALET

HARRISVILLE DESIGNS
P.O. Box 281 Dept. 1
Harrisville, New Hampshire
03450
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MUSEUM TEXTILES:
HOW TO GET AT THEM AND USE THEM

In recent years we have seen excit-
ing upsurge in textile exhibits in
museums and historical societies,
on every level from local quilt
shows te major national or even
international shows of such objects
as lace, rugs, coverlets and em-
broidery. Itis by now reasonableto
assume that weavers have some
idea about the textile resources out
there in the big cities and even in
their smaller communities. The
extent of these resources and the
wealth of information they hold,
however, is rarely appreciated. On
the average less than five percent
of museum collections are on view,
and textiles on view are usually a
small fraction of that. (Textiles are
particularly vulnerable to the rav-
aging effects of light, dust, and
acidic conditions in the environ-
ment, and any museum that keeps
# large number out on long-term
display is actually contributing to
their destruction,)

Even when people have some idea
of what might bein a museum, they
usually don’t know if there is any
way they can see or make use of it;
the “staff only” areas are often
intimidating unknowns. This is
particularly true in larger muse-
ums, where the larger and more
valuable textile collections often
are. The intimidation is under-
standable, and is by no means
limited to “amateurs.” A woman on
the Extension staff of a major uni-
versity spoke to me recently, telling
me she had had an idea for years
that textiles she was interested in
were represenled in a large mu-
seum collection, but because she
didn’t know how to go about it, she
had never followed up on them.

In actual fact most museums do see
14 SUMMER 19883 WJ

by Beverly Gordon

public education as part of their
funetion, and access to behind-the-
scenes resaurces 1s not all that dit-
ficult. An understanding of the
proper way to approach the people,
institutions and objects involved is
what is necessary.

There are a number of directories
availabie which can help you find
out what museum collections do
exist. You will learn of the major
holdings of important musecums,
and smaller, less overwhelming
collections. A look through these
directories will also provide some
surprises, and you may find your-
self motivated to visit a museum
yvou might have otherwise by-
passed. The Butfalo Bill Historical
Center in Cody, Wyoming, for
example, has an excellent collec-
tion of Indian artifacts, including
19th century Navajo blankets. The
Mark Twain Memorialin Hartford,
Connecticut houses the Candace
Wheeler collection of fabrics. The
Museum of the American China
Trade in Milton, Massachusetts
has an extensive collection of Chi-
nese textiles.

Furthermore, when you are consid-
ering places to find textiles, do not
stop at the obvious. Sometimes
there are indeed textile divisions in
museums, but these are relatively
rare; the textiles are most often
housed elsewhere—in Decorative
Arts, Anthropology, History, Eth-
nolegy, or Cestume, for example.
Sometimes the same sort of object
will be found in all these places!
Remember too that while the large
collections may have more objects,
the small collections may have just
the one thing you most want to see.
As a general rule of thumb, small
collections may prove easier to get

into and more amenable 1o casual
exploration.

When you are ready to visit a par-
ticular collection, try to get the
name of a specific person to con-
tact. If you can find a current edi-
tion of the Official Muscum Direce-
tory or the Directory of Historical
Societies, it will list curators and
other personnel in various depart-
ments. If the institution is local,
call the main information number
and ask the name of the person in
charge of your specific interest.
Future calls or correspondence ad-
dressed to the appropriate person
will mean faster, more personal
and more satisfying service to you,
A letter addressed to “Textile Cura-
tor” or “Curator of Decorative
Arts” will probably get to the right
person if you are unable to find
names.

Call or write this individual to set
up an appointment, and try to
allow two weeks notice if at all pos-
sible. While is may sometimes be
possible to get a last-minute ap-
pointment (and it can be worth try-
ing if you are unexpectedly in
town), it is an imposition on staff
time and not to be counted on,

Probably the most important thing
to keep in mind is to write or call
with a specific question or idea of
what vou want to see. Never call a
curator or staff member and say, "1
want to see yvour collection;” noth-
ing will prove more alienating.
Museum personnel are usually
sorely overworked and underpaid,
and will feel exasperated at best
with such a request. Not only is it
impossible from their point of view,
but without a particular focus you,
as a visitor, will not benefit much



Ouvershot coverlot; courtesy of the Memphis Pink Palace Museum. Memphis, Tennessee.,

from what you see. [ vou really just
want a general idea of what is in
the collection, explain vour general
interest and uask to sece cataloguce
information. This will not require
the same kind of stalf time and will
not involve the actual textiles at
all,

The kinds of questions yvou might
goin with and the things vou might
want to see can vary widely. [f you
are learning how to use a hackstrap
loom, for example, you might usk to
see examples of backstrap piecoes
from such diverse places as Gua-

temala and the Philippines. In
looking at them, you could study
how selvedges and heddle-area

weaving arc handled, what kind of

finishing treatments are added,
und what kinds of unique opera-

tions the loom might help vou do. It

you are studying doubleweave you
might ask to see Huichel Indian
buags instead of the obvious cover-
lets. You might ask to see six
different handwoven blankets and
compare something as simple as
thread count and spacing, noting
to yourself what works successfully
and what doesn’t, and why and

how. You might choose to study
color relationships in a certain
weave structure, or the use of pat-
terns in pickup weaves. As already
implied, when you look at textiles
or other ohjects with speeific ques-
tions in mind, vou will see them in a
different way—you will look at
them more carefully and closely,
and will remember them better.

If you are actually studying a series
of similar textilecs—a number of
Hopi wedding sashes, Beiderwand
coverlets, Rya rugs—work with a
standard form. This sounds dry
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and formal, even tedious, but it is
truly a time saver and an efficient
way to work. If voumake up a form
that lists characteristics you are
looking for, whether measure-
ments, ends per inch, yarn charac-
teristics, color, or whatever, you
can come prepared with several
photocopies and simply make
check marks or fill in the blanks
when you look at the actual tex-
tiles. Later, you will have consis-
tent and complete information on
the examined objects, something
that i1s surprisingly hard to do
without such a standardized sheet.
If you leave room for sketches and
comments, you will have every-
thing well organized and in one
place.

You should alse come prepared
with other equipment. Bring sev-
eral pencils{ink pens can harm tex-
tiles) and paper (graph paperif you
areinterested in charted designs or
patterns), a tape measure, a small
magnifyving glass, and possibly
photographic equipment. You will
have to check out the museum pol-
icy on the latter, but if you do plan
to take pictures, have everything
you need with you: camera and
film, lenses, flash attachments, a
tripod, background cloths, and
possibly your own lights. It's a
good idea to take photographs with
a ruler in the picture too, so that
dimensions are immediately ap-
parent.

Wash your hands before you actu-
ally touch the textiles, You may be
asked to do this by museum staff,
and don't be embarassed if you are,
for it is a precautionary measure
and does not reflect on your per-
sonal standard of c¢leanliness,
Handle the textiles as little as pos-
sible, and never lean on them, put
books on them, or put them under
any pressure. Treat them as the
fragile resources they are.

Museum records may be available
for the items vou look at, and may
sometimes provide good informa-

tion for vou, As a general rule of

thumh, the more recent the docu-
mentation, the hetter you can trust
it. The museum field is only now

becoming highly professionalized,
and complete and accurate infor-
mation was not always demanded
in many places in the past. This
was not intentional—unknowing-
lv, people donate objects to muse-
ums with misinformation (attribut-
ing something to a great-grand-
mother instead of a grandmother,
for example), and it takes a good
deal of training and experience to
both spot this kind of errors and
ask the right questions about an
object. Generally, the staff will tell
you if they think the written infor-
mation is dependable. A more
common problem, unfortunately, is
that there is hardly any informa-
tion at all about specific objects.

The more you know about the kind
of textiles you are looking at, the
better you will be able to evaluate
muscum documentation, and the
hetter vou will be able to evaluate
the pieces themselves, It may seem
like a paradox to suggest you learn
as much as you can first through
reading and looking at pictures,
and also to state that nething will
teach vou as much as the textiles
themselves, but it is true. Ironi-
cally, the more you know, the more
you learn.

If vou really have no interest in
specilic questions and wanttogeta
general feeling about textiles, you
might consider offering your servi-
ces as a volunteer. Contact the
same curator or staff member that
would handie the textiles for spe-
cific research, and set up some sort
of regular schedule. Be prepared to
do anything from sewing on labels
or hanging sleeves to doing historic
research. Volunteering mayv be a
luxury to people with full-time work
schedules (museum offices, unlike
exhibit areas, are generally closed
on weekends), but it might be pos-
sible to spare two mornings a
month. This kind of general expo-
sure often leads to more specific
interests and guestions, and many
knowledpgeable museum workers
started as volunteers,

Once vou have gone behind the
scenes ih a museum setting, even
on a single visit, yvou will have

increased confidence about being
able to do it again, and will be able
to approach even the most formid-
able institution. If for some reason
your request is turned down, do not
take it personally, but think about
ways of reformulating it or taking
it elsewhere. Ask questions and
seek answers, for there is an enor-
mous amount to find out, and many
ways of finding it.

Helpful Directories

A Directury of Where fo Find Fmbroidery
and (ther Textile Treaswres in the
785 A Nauonal Standards Couneil of
American Embroiderers, Museum Infor-
mation Service Committee, 1977, (30,00}

Official Muscewn Dervetory, Annually pub-
lished by American Association of Mu-
seums. (Aviulable in public lilvrary ret-
vrence collections.  Ineludes categarics of
museums, such as “arts and cradts.”” M de-
corative arts.”, ete, Also includes appro-
priate peaple to talk to.

Directory of Historfeal Sucietios and Agen-
ciesin the U8 A and Caneda. Published
perindically by the American Associa-
tion of State and Loeal History, Has very
tharough listing of even small agencies.
tAlso available in public library refer
ence collections.

Lubell, Cecil, ed. Textile Collections of the
Wordd, New York: Van Nostrand Rein-
hold, 1976, Volume 1: United States and
Canada, Valume 2: United Kingdom and
Ireland, Velume 3: France. In the US.
volume, about 60 collections are listed.
Nescriptions of such things as specific
collection names, special lihraries, publi-
vations, and who to write to areincluded,

Bach, Picter, ed, Textide, Costame and Dol
Collections: in the United Stoies and
Canada. Available from R. Shep, Pub-
lsher, Box €240, Lopez [sland, Washing-
Lon 98261 Lists addresses, types collee
tions, 1.500 museums and collections in-
cluded, {$1.495

ABOUTTHE AUTHOR: Beverly Gordon is
campleting a doctoral degree in Environ-
ment, Textiles and Designat the University
of Wisconsin, where she teaches design end
textile history. Shiets ulso a researcherat the
Helen Allen Textite Coflection there. She
has worked in g numberof museum settings,
inctuding Hancork Shaker Village and His-
toric PDeerficld, She is an cxperienced lee-
turerand workshop leader, and o nationally
accelaimed writer. Her books include Domes-
tir American Textiles: A Hibliographic
Sourcebook (797K, Shaker Textile Arts
{1980, Feltmuking: Traditions and Con-
temporary Explorations (1980, and The
Final Steps fabout cloth finfshing) (1952).

Beverly is concerned with integration of
technical expertise and historical and eross-
cultural understanding. She gives work
shops and lectures on textiles, including
feltmahking, dyeing, design, and cloth fin-
ishing. She also lectures on histarie Ameri-
can Textiles and gives seminars on Wamen
and Their Environment. ]
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1. Chilkat Dancing Blanket, 'The Nesbitt Blanket”; from private collection.

THE BREATH OF OUR GRANDMOTHERS

In the time before time, there came
a need to build a nest, to gather a
harvest, to blanket a body. Fibers,
gathered from the plants and the
animals, were twisted together and
then drawn through each other;
Weaving began,

As time grew into history, the uses
of threads multiplied. Blankets
became gowns, walls were warmed
with tapestries, cloths covered the
dead. In societies all over our earth,
the human need to decorate, that
need which transcends utility,
found glory in threads. Function
was swathed in beauty. The tech-
nical traditions which accompany

by Cheryl Samuel

these c¢loths tell a tale of human
generations, of knowledge passed
from parent to child to grandchild.
This knowledge cradled more than
practical technique; it contained all
the giving and sharing, all the
teaching and learning of human
kind.

Thirteen years ago 1 fell under the
spell of the Chilkat Dancing Blan-
kets (Photo 1). I was new to weav-
ing, in a time when the force of
“freedom™ prevailed upon art, and
technigue was frowned upon. Tra-
ditional methods were heing defied,
traditional materials denounced.
Anything was possible, everything

was tried. Grandmothers were for-
gotten. Modern intelligence and a
stated desire to “express oneself”
was all that was needed, it was felt,
to produce magnificence, The re-
sults, while imaginative, lacked the
vital elements of discipline and
function which had produced great
art for generations.

New to weaving in this “free” era, [
too fell victim toits pulses. I wanted
to know how Chilkat weaving was

{"heryl Samuel is the avthorof  The Chilkat
Dancing  Blanket < 1952 Published hy
Pacific Bearch Press, 222 Dexter Ave North,
Seattle, WA 98109

Drawings by S8ara Porter
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done because | suw a use for 1t in
contemporary design. Fortunately,
the mysteries of this incredible art
form were not easily unwoven.
First, there was noone to teach me;
the weavings themselves became
my grandmothers. Patience, that
virtue of all weavers, became my
Master, I could notunravel a Danc-
ing Blanket, they were too valuable
for such Penelopes. Technical curi-
osity and a love of perfect circles
kept my initial interest kindled,
and I found that the moreIlearned,
the more I needed tolearn. If I could
not unravel a weaving, I could
build one. Bill Holm taught me that
to understand a technique [ had to
be able to duplicate it. Feeling the
impetus of the times, I found that
although the intellectual challenge
was great, the creative challenge
was insufficient. I still had a desire
to explode the traditional tech-
nigues inte the modern world; I
wanted, even, to better those tech-
nigues. Fortunately, the native
weavers saved me from gross arro-
gance. Whenever I thought I knew
more, or best, and attempted to
improve on a technique, I was
humbled. Again and again, the
traditional perfection of rhythms,
passed on from generation to gen-
eration, proved more efficient,
more beautiful, more enduring
than anything I could *“invent.”
My respect for traditional know-
ledge became immense. And vet
always in those days, I claimed |
would never [X) Chilkat weaving. |
still wanted to learn the tech-
niques, to satisfy my curiosity and
transfer some of the knowledge to
“contemporary” art. | made tiny
inroads towards this end, weaving
in 1974 Starfish (Ihoto 2}, in which
I joined a combination of rva and
tapestry technigques with the mar-
velous three-strand twining of
Chilkat weaving. Warp-wrapping,
too, emploved to decorate the warp
fringes on Chilkat tunics, found its
way tnto Starfish (Photo ).

That was nine years ago. Gradu-
ally, and for a few years, the intel-
lectual challenge became sufficient
unto 1tself. The more invelved 1
became in Chitkal weaving, the
18 SUMMER 1983 LA

3. Starfish border detall; 3-strand twining
and warp wrapping

more it consumed me, Eventually,
having finished a master’s degree
in Fine Arts, having produced
“modern’” weavings, having be-
come Director of Fine Arts at Lester
B. Pearson College, myv dear friend
Ann Meerkerk said to me, “Cheryl,
when are you going Lo stop dab-
bling in Chilkat weaving? When
are you going to write it down?”
The enormity of the suggestion was
immediately apparent: give up my
full time joh, do freelance research,
write. [ hesitated through respect
for native traditions. Chilkat weav-
ing is an inherited right, passed on
from generation to generation in

FIGURE Y

the traditional culture. I do not
helong to the culture; I have no tra-
ditional right to weave. [ was even-
tually persuaded to write what I
knew through the fact that it was
such a waste not to share it. With
vears of learning behind me, it
seemed that no one should have to
start once again at the beginning.
Manv people have asked if 1
learned from native women. At the
time that I was beginning, only one
traditional weaver was still work-
ing. Her name is Jenny Thlunauat
and she is now in her nineties. One
does not go to such a woman and
ask that she share all she knows:
one must be invited. It is only now,
after gaining the knowledge that I
have through vears of work, that [
have been invited.

Perhaps it was brave, certainly it
was altruistic; I did resign my job
and devoted my time to writing.
Time, energy—all was dedicated to
“The Book.” Fanaticism took over;
it almost had to. In order te share
my ever growing admiration for
the beautiful wedlvings I had the
privilege of workillg with, I wanted
to write a book thit was as beauti-
ful as I could posdibly make it. [
wanted to glorify tt‘\he weavers, to
haonor the society, i] pay my deep-
est respect to thelculture which
produced this méagnificent art
form.I knewthatthd book had to be
human, thatit had ti jouch souls as




4. Two-strand twininy done with 8 twist
yerns

well as intellect. At the same timeit
had to work for weavers: the tech-
nical chapters had to be clear, pre-
cise AND beautiful. My illustrator,
Sara Porter, lived with us for nine
months; she suffered my perfec-
tionism with an even temper and,
infected by the vision, captured
that spirit of beauty in her draw-
ings (Fig. 1),

The book has now started a life of
its own. [ find myself feeling a new
beginning, stirred by a growing
excitement of what is to come, Per-
haps my apprenticeship is now
over; certainly I long to Weave. The
weavings that I feel inside me are
no longer “modern” in the sense of
emanating solely from a desire for
self-expression. Instead, they stem
from tradition, from the breath of
those grandmothers.  have a tech-
nigue which can now behoned, and
I have the shape of a tradition to
build upon. I am honored with
commissions from native people
who wish to dance in these beauti-
ful garments.

The Chilkat Dancing Blanket
represents a tradition as it existed
at its highest form of perfection. It
tells the best of what WAS. Today,
new weavers are faced with new
challenges. A romantic notion has
grown up in the lay world that
weaving, especially ethnic weav-
ing, to be good must be done with
handspun threads colored with
natural dyes. Ironically, in North-
west Coast art, contemporary
carvers are never expecled to use
stone knives and painters would be
wondered at if they chewed fish
eggs to produce a binder for paint.
Chain saws and acrylics are per-

FIGURE 2. 3 twist and Z twist

fectly acceptable, yet the public
always asks if, as weavers, we dye
our own wool “the native way.” [
ask, is it necessary for anyone to
stand over pots of old urine boiling
for days on end, to produce dyes
which, with contemporary usage,
will fade to whitein ten years? Can
we notspend an equivalent amount
of time utilizing contemporary
materials to their best advantage?
In the old days, native weavers
were quick to experiment with new
materials when they became
available. They adopted some and
discarded some, depending on the
acsthetic result. Haida artist Bill
Reid savs that “all art must be a
living thing or it is not art at all.”
Living things are not static,

The question of materials is an
important one. Should techniques
bend to accommodate new mate-
rials? Chilkat weaving was origi-
nally developed in conjunction
with 2 ply Z twisl yarns. The basic
twining process is two-strand twin-
ing with a Z angle. Ifthistwiningis
done with an S twist yarn, the wefts
unspin while they are being
twined, producing a different vis-
ual texture (Figs. 2 and Photos 4 &
5). There are very few appropriate 2
ply Z twist varns on the market
today, but there are quite a number
of 2ply Stwist yarns, commercially
dyed in the most perfect of Chilkat
colors, The obvious answer is to
reverse the twining process, adapt-
ing it to modern yarns. The integ-
rity of the weaving technique re-
mains intact while taking advan-
tage of the saving in time provided
by the commercial yarns. A Danc-
ing Apron takes three months to

A, Two-strand twining done with Z twist
varns

weave; to spin and dye all the yarns
for an apron takes another three
months., The gquestion arises-
should we adapt the technigue or
should it remain traditional? I
must admit to being partially re-
sponsible for this dilemma. In my
enthusiasm to record and perpetu-
ate the best of the old Chilkat
weaving tradition, I emphasize the
importance of the twist of the yarns
and their relationship to the twin-
ing technigues. The native weav-
ers, when presented with 8 twist
yarns in the latter half of the nine-
teenth century, appear to have
been unconcerned about twists of
yvarns and angles of twining; they
carried on with the established
technigue regardless of the yarn
being used. The whole question
may be a bagatelle, I, however,
shall pursue the adaptation of
technique to the yarns being used
due to my tremendous respect for
the success of some of the oldest
and finest weavings. If the weav-
ing is done perfectly, it would be
very difficult for all but the most
knowledgeable to even see the dif-
ference between weavings done the
“new’” or the “old"” way. And the
difference does not matter, for it is
the end result that is important.
The challenge of new materialsis a
challenge of integrity; they should
be used because they are the perfect
answer for a specific need. Good
techniques, good materials, good
design; these, married to a dedica-
tion to perfection, give hirth to
masterpieces.

Time and again I go back to the
work of the weavers, back to the
inspirations which moved them
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7. Detail of Killerwhale Apron showing grometric technigues

then and speak to us now. New

1l 1 | 1\
weavings rise out of old traditions; 1 I i b ||||l.| m 'f"'
the Killerwhale Apron (Photo 8) is i | i\
an amalgamation of an old whale { Wl 00
design (Photo 8) and an even older
tradition of geometric weaving 2. Starfish. 1974,
{Photo 7. by Cheryl Sumuel

Recently I eollaborated with Nuane
Pasco, one of the finest carvers on
the coast, to produce the Sea Eagle
Mask (Photo 9). Duane carved the
mask which is inlaid with abalone
eves and copper nostrils, and de-
gigned a Chilkat trailer and wings
which [ wove (PPhoto 10} The pieee
18 a natural outgrowth of the work
that Duane and [ have been doing
together on design; the excitement
and honor of combining skills and
inspiration with another artist 1s
immense. We are learning about
design for weaving: which tradi-
tional painted forms arce easily
woven and which ones need to be
adapted to the ways of wool. Our
knowledge grows as we work to-
gether; perhaps we are repeating a
rhythm of the past, of the davs
when designers and weavers work-
ed together to produce the finest of
& Detail uf an old whale destgn; courtesy of the Field Museum, Chicago. the Chilkat Dancing Blunkets.
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6. Kiflerwhale Apron

9. Sva Eagle Mask, 1982, by Duane Pasco and Cheryl Samuel; from the coulleetion of
Latrence Korwin.

10 Sea Kagle weaoing, 1982, by Cheryt
Samuel; before mask attachment,

wJ SUMMER 1933 21




SHAKER TEXTILES

After visiting the Shaker village of
Sabbathday Lake, Maine, eight
yvears ago, I began a quest for
knowledge of how they wove the
exquisite textiles displayed in their
museum. In their search for God's
Kingdom on earth, the Shakers or
the United Society of Believers in
Christ’s Second Appearing con-
ceived simple designs for funec-
tional products. This utilitarian
approach resulted in textiles, furni-
ture, architecture, utensils, and
agricultural products that are ad-
mired for their usefulness, perfec-
tton of design and high guality of
construction.

As a California-based weaver and
historian, I launched this guest by
reading about the Shakers, scarch-
ing for drafts and weavers’ manu-
als, visiting the existing Shaker
Villages for a closer examination of
their textiles, and asking the re-
maining Shaker weavers many
guestions, But ultimately 1 was
forced to return to California
Iibraries to read microfilmed diar-
tes and journals of Shakers from
the nineteen original Shaker com-
munities from Maine to Kentucky.

The Shakers originated in the area
of Manchester, England, in the
early seventeen hundreds as the
“Shaking Quakers” under the
leadership of Jane and James
Wardley. Ann Lee, a textile factory
worker, became the spiritual inspi-
ration for the group about 17568 and
led a small group to America in
1774 to avoid persecution. They
settled at Niskeyuna, New York,
near Albany. IFrom there they
founded communities in Western
New York State and New England.
Shakerism was founded on the
beliefs of revelation, spiritualism,
22 SUMMER 1983 WJ

celibacy, oral confession, commun-
ity of property, non-resistance,
peace, healing, miracles, and sepa-
ration from the world. The motto,
“Hands to work, hearts to God,”
given to them by Mother Ann Lee,
expressed their approach to life. In
the early eighteen hundreds follow-
ing the Kentucky Revival, they
expanded to open communities in
Ohio, Kentucky, and Indiana,
Their membership peaked in the
mid-eighteen hundreds when it
rose above six thousand. Following
the Civil War. the industrial revo-
lution in the U.S., and the west-
ward movement, Shaker enroll-
ment declined. Eventually in the
early twentieth century, communi-
ties were forced to close their doors
and move jn with other Shaker
communities. Today, two Shaker
communities remain: one at Sab-
bathday Lake, Maine, and onc at
Canterbury, New Hampshire. Oth-
ers have closed or been restored as
historical sites,

It is still possible to visit several of
these communities, and to learn
about their religion, their way of
life, and specifically about their
unique textiles. Because the Shaker
communities were based on an
agrarian economy, they wove cloth
to meet all of their textile needs as
early as 1780, much the same as
any rural colonial household. Be-
cause of their communal style of
tiving, they wove in great quanti-
ties. Eventually, they sold some of
their textiles to thase outside their
communities, referred to as the
“world’s” people. When it became
economical or practical to buy cloth
to meet any particular need, they
stopped weaving it themselves.
However, they wove rugs, mats,

by Nancy Hillenburg

palm or straw bonnets, and boxes
of poplar wood until after the mid-
twentieth century.

The majority of Shaker weaving

was plain weavethat appeared dis-

tinctive because of the subtle use of

color combinations, the plying of

weft threads in various colors in

"8 . and 47 5 twists, and the
Sa £ ’

balance, order, and symmetry in
the over-all design. However, they
also wove twills, twill variations,
and small pattern weaves in huck,
diaper, and “M’s and O's™. | have
located drafts for these on four
shafts, and also several six-shaft
drafts for “sattin,” “Lasting,” and
“striped DHmily.”

In order to get a feel for Shaker
weaving, [ began by weaving neck
scarves from 3-ply wool purchased
from the Sabbathday [ake Shak-
ers. They still raise sheep and sell
waorsted in several colors. The wool
is spun and dved by a local mill.
(See Photo 1).

Sett: 10 epi {4010 ¢m)

Weft: 3 ply Shaker woaol
Color sequence of the weft:
it. brown EHERRR
lt. green 2

*

o)

pink 1

T 3
*Med. blue, heather brown, and
white softly plied in an “S” twist
**Same varn plied in a “Z”" twist
Finished size: 9% x 36" {24 x 91
cm) plus " fringe

One Shakerdraft suggestsio ply by
twisting “together spinning way
not twisted hard,” for “8" twist,
and then twisting “twisting way”
for 727, The soft twists give the
feeling of movement in the weave,
wherens o hard twist gives a



speckled appearance and the

movement is lost,

After seeing a marvelous rug at an
Elmira College Shaker Seminar in
Enfield, New Hampshire, once the
site of a large Shaker community, 1
was inspired to try this “twisting
weft” process in a rug (Photo 2).
The process is deseribed by Peter
Collingwood in The Techniyues of
Rug Weaving. I had several excel-
lent slides of the rug and had com-
pleted a rather hurried analvsis of
the rug itself, but my weaving
attempt was a failure. [ used “*Neh-
alem” for weft in six colors: green,
red, blue, gold. and natural. This
thread seemed about the same size,
texture and color as the old Shaker
yarn. The original rug was woven
at Canterbury, New Hampshire
and traded to the Kentucky Shak-
ers for their hand woven silk. The
rug was a long runner three feet
wide and fourteen feet long., The
weft sequence was: 4 sheots of natu-
ral, green, and red thread plied in
an 8" twist; 1 of a blue wool rag; 4
of natural, blue, gold, and red
thread plied in a “Z" twist: 1 of
green woolrag: and repeated, What
I missed in my quick anulvsis and
could not see on the slide, was that
the plied threads were of slightly
varving weights and ply them-
selves, and the natural thread was
cotton. In the original rug, the blue
thread was thinner to compensate
for one more color in that 2"
sequence. Later [ acquired a section
of 4 matching rug. I then discov-
ered on close examination that the
warp was blue cotton faded to
white, set 12 e.p.i. (3010 em), The
cotton in the warp and weft gave it
the stability thut my wool version
lacked, It was a year between my
weaving and my discovery of the
solution to the problem. However,
in the meantime I discussed it with
Sister Klsie MeCool, a Shaker
weaver at Sabbathday Lake,
Maine. She told me she wove on a
linen warp set 12 e.p.i. (50710 cm),
and eighteen inches {46 em) wide,
on a Z-shaft loom. She sometimes
used the cotton warp thread plied
with wool for stahility in the weft.
She also warned about over-twist-
ing the weft.

Recently, I have applied the tech-
nigue of controlled twisted weft to
add color and movement in linen
and wool place mats. They were
very successful, I'hey were colorful
and of a nice weight. Because they
were Imy own inspiration and also
have a “Shaker” look to me, they
were much more satisfying to
weave than the rug. Of course, |
learned from my mistakes.

border 2

border 1

Warp: 10-2 linen, reval blue

Sett: 8 epi (30710 em)

Width in the reed: 13" (32 em)

Weft
123 linen, roval blue
plyed wool: *dk brown, pink, blue
Shaker worsted in “S” twist, ** dk
brown, pink, blue Shaker worsted
in A" twist

Weave structure: plain weave
Border 1: 3 picks linen, 3 picks *
varn; repeat 6 times
Border 2: 3 picks linen, 3 picks **
yarn; repeat 6 times

Finished size: 12" x 18" (30 X 45

em) with 17 (25 mm) fringe

T me the finest examples of
Shuker weaving are silks: these
inspired me to weave an iridescent
silk scarf in plain weave with tram
sitk of royval blue, durk blue or pink
weft on a cherry red tram silk warp
set 80 e.p.i. (320710 ¢m) (Photo 3). 1
wove horders by doubling threads
in a shot. When I finally used
twelve threads together, my border
was visible. The silk was the most
exciting and at the same time the

most tedious weaving [ ever at-
tempted, but 1 gained a great
respect for the beautiful Shaker
handwoven iridescent silk scarves
set at 125 e.p.i. (490,10 em)

Shaker art in the form of spirit
drawings done in the early 1800's
inspired me to weave a wall hang-
ing of the Shaker Tree of Life
(Photo 4). For this, [ used an over-
shot pattern for background on an
vatmeal-colored synthetic warp. 1
wove the background with the
same thread and laid in the tree
design of red and green wool that [
spun and dyed with natural dyes.
The technique is explained in Else
Regensteiner's Weavers' Study
Course, p. 125, 1 used the “blue
clover” overshot pattern, but
shaped the tree to be similar to the
Shaker spirit drawing by Hannah
Cahoon of Hancock, Massachu-
getts in 1834,

Atthe beginning of this quest [ was
disappointed that [ was unable to
locate many specific instructions
and drafts for Shaker weaving.
However, T have learned to study
the existing textiles very carefully
and to experiment on my own with
inspiration I have gained from my
friendship with the Shakers and
my continuing understanding and
respect for their unique contribu-
tions to our society.
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1. Wool Scarf

3. Detail of old Canterbury Shaker rug.

4. Bilk scarf
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4. Bhaker Tree of Life hanging, inlaid on cvershot, by Nancy

Hillenburg.
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photus by Duffy

I. Lampshade

2 Shaker angel

HANDS TO WORK AND HEARTS TO GOD

Throughout history, linen has
played an important role in the
cycle of life. This was particularly
true in the Shaker communities.
This religious group, officially
known as “The Society of Believers
in Christ’s Second Appearance”,
was founded in 1784 by Mother
Ann Lee and her eight followers.
They believed in communal prop-
erty, celibacy, and simplicity. Dur-
ing the 19th century, the Shakers
founded 18 communities in the
eastern [United States with over
6000 members, and they devoted
themselves te a life of “Hands to
Work and Hearts to God”. Their

by Mary Elva Erf

diligent craftsmanship was a
means to express their heaven on
earth. Most of us are aware of their
fine crafted furniture and heautiful
architecture. Their textiles also
display a sense of good design and
elegant proportion.

It is recorded in Hannah Tread-
way’'s Shaker “Journal of Domestic
Events 1843-1864" that the prepa-
ration of flax followed a definite
pattern. The seed was usually
planted mid to late April and har-
vested late July to early August.
The plant was then retted and the
sisters would finish breaking and

hackling the fiber, finally spinning
it into the finest of linen. This
thread was used to weave material
for clothing such as frocks, aprons,
handkerchiefs, caps, and for
household items such as towels,
cheese strainers, and ironing
cloths, The tow flax, a shorter fiber,
was spun and woven into coarse
barn frocks, seed sacks, carpet
warp, and trousers. The processing
and weaving of linen continued in
some communities as late as 1854
when it was gradually replaced by
cotton.

Many of the old linen patterns were
WwJ SUMMER 1983 25



used by the Shaker weavers, and
they developed a good eye for pro-
portion and design. A plain weave
towel might have a simple stripe
worked out by grouping several
threads in one dent, sleying one in
a dent for an inch or so, and then
grouping several more threads in
one dent. This would create a very
subtle design. Among the linen
weave structures they used were
the following: M’s and O’s, Huck,
Brenson, Goose Eye, Fine Dimity,
and other variations of twill.

In 1981 I was asked by the Metro-
politan Museum of Artin New York
City to reproduce four textiles for a
permanent exhibit of a Shaker
retiring room. These pieces in-
cluded a blue woolen bhlanket, a
bleached linen pillow cover, a
bleached linen M’s and O’s towel,
and a blue and white checked linen
towel. Before weaving these fab-
rics, [ had to research and docu-
ment their weaving structure.

Among the linens that I examined
at Hancock Shaker Village was a
lovely handspun linen towel with
an M’s and O’s design. The warp is
approximately 48/2 bleached linen
sett at 40 epi (160/10 em) and the
weft 30/1 bleached linen. [t was 16
inches (41 em) long and 35% inches
(90 em) wide with % inch (6.4 mm)
hems. Another M’s and O's design
towel was located at the Canter-
bury New Hampshire Shaker Com-
munity. As a result, I reproduced a
linen towel in this weave structure
for the New York Metropolitan
Museum of Art.

LINEN M’s and O's TOWEL. See
Fig. 1.

Warp: 40/2 bleached linen.

Weft: 20/1 bleached linen.

Sett: 40 epi; 36 ppi. (160/10 cm;
144/10 cm

Width in the reed: 18" (45 cm)
Pattern: See Fig . 1

1. threading units for block A and
block B

2. profile draft

3. treadling for pattern in block A,
pattern in block B and for the '4”
hems.

Measurements after washings:

16” X 354" (40.6 X 90.2 cm)
Source: Hancock Shaker Village

This M’s and (O's pattern was then
adapted to a more contempaorary
purpose, that of a lampshade. Here
T worked with 20/2 natural linen
warp and 1671 grey linen weft
which produced a color and design
effect that complemented a pottery
base. The profile draft shows the A
and B blocks alternating and then
the B block repeating four times.
This is very similar to the original
Shaker piece, but the ‘heat’ of this
lampshade material was gentle to
achieve a more open look (Fig. 2
and Photo 1),

FABRIC FOR LAMPSHADE. See
Fig. 2,

Warp: 20/2 natural linen

Weft: 1671 grey linen

Sett: 24 epi, 16 ppi. (100/10 cm,
65/10 cm)

Width in the reed: 14" (33/6 em)
Pattern: see Fig. 2.

1. threading units feor block A,
block B and for the selvedge.

2. profile draft

3. treadling

Another linen weave structure used
by the Shakers was spot Bronson.

Here I adapted a design to make a
little ‘Shaker angel’ (Photo 2). The
weave structure was expanded
{Atwater Bronson Lace) to create a
lace hlock instead of using the spot
weave (Fig. 3). Then the threads
were sleyed with ‘skipped dents’ to
further emphasize the laciness.
The finished material was not
washed as [ wished to maintain the
sizing for a more crisp look.

FABRIC FOR ANGEL. See Fig. 3.
Warp: 70/2 hleached linen
Weft: 3571 bleached linen
Sett:4Hepiinalbhdentreed. Skipa
dent after 2 repeats, after 5 repeats,
after 8 repeats, after 13 repeats,

after 16 repeats, after 18 repeats
Width in the reed: 3”

My research in analyzing and
recording the Shaker weaves con-
tinues at the various Shaker muse-
ums. If anyone has knowledge of
documented Shaker textiles, 1
would be very interested in hearing
about them.
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AKLAE:

NORWEGIAN TAPESTRY

INTRODUCTION

Aklae is a broad term which de-
scribes a Scandinavian coverlet or
decoralive hanging which origi-
nated in Norway. The pieces added
vibrant color to home decor. Dur-
ing special oeccasions, they were
placed on the walls for decoration,
and then stored or sometimes used
for bed coverings. The Norwegian
tradition of oral teaching is the
way the Aklae techniques were
passed down through the penera-
tions. [t 1s a special tapestry weave
using a single interlock technique.
The plural form of aklaeis “aklaer”.

The most original contribution of
aklae to the arts is the strong color-
istic variations of geometric de-
signs.

More specifically, aklaevev (aklae
weave) 18 a coverlet with o border
at top and bottom of the woven
piece and a motif in the center. The
eight pointed star is a typical Nor-
weglan motif. The borders are usu-
ally different at the top and bot
tom. There usually is no side
barder. The warp doesn’t show; it’s
covered by the weft yarns and
turned under at the ends. Original
warps were linen, but today's cot-
ton 18 long lasting, Weft varns arc
two-ply wool that have a tight
twist, and are scratchy. A min-
imum of three colors is used: that is,
three basie colors with a white
accent. No one color stands out. All
colors have equal emphasis in the
finished picce.

by Sonja Irlbeck

1 f ';,u_ll Y

L Aklue sampler

SETTING UP
A SAMPLER

Aklaevev needs few materials or
accessories to be completed suc-
cessfully. First a “cartoon” or
planned drawing is sketched. A
rigid heddle loom is the main piece
of equipment. A tapestry beater is
helpful and small shuttles are nice,
but an old fork and varn “butter-
flies” work just as well. A darning
needle is used to weave in the warp
threads and cut ends when the fin-
ished piece is taken off the loom.
The warp thread may be cotton
seine twine (126} or linen (8/3).
The weft is wogol tapestry varn
from Scandinavia. These yarns are
available in a number of sizes.

Although completing a tapestry
piece 18 a slow process, the tech-
niques are basic, An aklaevev piece
should be completely planned be-
forehand, using graph paper and
colored pencils or markers to de-
sign the motif to be woven. Com-
pleting the design on paper will
allow you to have a sense of both
design and ecelor in the finished
aklaevev and to plan the length
and width youneed to complete the
piece. Use 4” graph paper and
colors to complete the draft exactly
as you want the finished weaving
to look. Spend adequate time on
this planning stage, drawing out
several samples in order to achieve
a balanced pleasing effect. For
design ideas look at finished ak-
laevev or browse through books
listed in the reference section of
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L _ At the beginning of your weaving,

= " el weave in rag strips or old yarn to
help even up the threads and ten-
sion. Weave these rags or yarn for
the desired fringe length.

b ATk

Prepare your weaving wools by

winding vyarn “butterflies” or
-‘ém using small shuttles. Make as
o - many butterflies as vou need to

start your project. Refer to your
cartoon (design drawn on the
graph paper) to determine how
many butterflies to make for each
color,
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Begin weaving a solid color for an
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this article, Plan the motif section
of the weaving so you know how
many ends need to be warped.

For a heginning project start with
a warp about 367 (%1 ¢m) long and
K" (20 cm) wide. The materials you
will need are: tape measure, scis-
sors, graph paper, notebook, mark-
ers in the basic colors, tapestry
needle, table fork or tapestry
heater, pick-up stick, loom, warp
varn {(cotton or linen} and welt
varn (tapestry wool}.

Choose three or four colors of Nor-
wegian weaving wools (see the list
of yarn sources at the end of this
article). You may be able to request
vour local varn shop to order the
varns, For the size aklaevev de-
scribed here, purchase two skeins
each of vour major colors.
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2 Aklue: courtesy of the Norwegion-American Museam, Decorah. Towea

After you have completed vour
design on graph paper, warp vour
loom at8 or 10 epi{ends perinch), 30
or 4010 em. The total number of
threads must be divisible by either
4 or 6, so you will have pattern
blocks of even numbers. An uneven
number of blocks {(of four or six
threads each) allows you more
choices for geometric desighs on

inch or more. This will be the top of
the completed aklaevev. If you
intend to turn back the top for
hanging, weave a longer block of
s0lid color. The general areas of the
aklaevev will he 1} beginning
stripes and designs; 2) motif;

3 lightning pattern; and 4) ending
stripes and designs. This section
will describe the techniques used in
creating these patterns. The motif
scction will take the most time to
complete,

SINGLE INTERLOCK
TECHNIQUE

This method involves twisting
threads around each other in the
same shed, thus eliminating the
ridge that forms when two threads
are locked around the same warp
thread. The single interlock tech-
nique makes possible a reversible
piece of work. The interlock is usu-
ally done when weaving from right
to left with the left selvedge thread

vour weaving. KExamples are up (see Fig. 2). Change the shed,
showninthe following chart. heat and weave a non interlocking

number of number total inches wide inches wide

design of threads threads _at 8 epr at 10 epm

blocks per block

1% 4 76 95" 76"

19 & 114 14.25" 1147

21 6 126 15.75" 12.6"

21 4 84 10.50" 84"

Comparison of blocks of threads to inches




3. Aklae sampler from Norway

row from left to right (see Fig.
Turning must be done ve

cisely so the color changes ay

to be in a perfectly straight line.
Unless the turns are precise the
design area will appearuneven and
rugeed, It’s a problem at first to get

asmooth interlock. Keep the loop of

the two interlocking threads a-
gainst one of warp threads,
This will help keep the interlock
even as the work progresses.

STARTING THE WEFT YARNS
FOR THE PATTERN AREA

When weaving aklae you change
colors often in order to carry out the
geometric patterns. The first incli-
nation is to cut one yarn as you
begin a second color. This results
in many ends to weave into the fin-
ished piece und may cause un-
sightly bulk or bulges, There is a
technique for changing colors in
the weft varns without cutting,
which saves time, yarn, and elimi-
nates the problem of weaving loose
ends inte complicated work.

wJ
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Start a new weft for color changes
by weaving a second color only in
the direction in which the first yarn
igs going (see Fig. 1). Startin an non-
interlock row (usually from left to
right). On the left edge of the nonin-
terlock row weave in the first color.
Weave in the second color, overlap-
ping the first. Continue in this way
with any colors that are extending
further to the right. Change sheds
and begin to lay in the second row.
Begin with the first color on the
right (Fig. 2).

EXTENDING THE PATTERN

For any color that will extend over
another color, overlap the colors in
the same shed {See Figs. 4 and 5).

If a yarn must be extended beyond
its current position over another
yvarn on theinterlock row, it cannot
be interlocked. Therefore the third
row looks awkward (see Fig. 4).
This will even out after the fourth
row is completed. Check the work
carefully before going on to avoid
errorsin the process that cannot be
corrected later. Be sure the warp
does not show during the process.

BORDERS

Various border techniques are used
at the top and bottom of an aklae-
vev, although occasionally they
comprise the entire piece. The wool
iz eased into the shed and bubbled
to form a full, rich texture. It is
beaten down tightly so the pat-
terns are sharp, their outlines
¢lear, and the warp is covered.

Stripes: Stripes in aklaevev are
generally narrow and symmetrical
and include the same basic colors
found in the overall piece, but
avoid a large block or emphasis of
one single color. They often divide
motifs from each other. Three rows
of a color will result in a straight
line. Two rows will resultin a wavy
line. Many interesting variations
can be produced by using all your
colors.

Kjerringtenner: The translation
of this Norwegian word is ‘‘old
lady’s teeth”. Three contrasting
colors are generally uscd, such as
white with blue or red. Colors are
placed in alternate sheds for three
or more shots of each color to build

a vertical striped or toothed effect,
for example repeating white for
tabby a and blue for tabby b. Then
the colors are reversed by weaving
two consecutive shots of one color
to alter the positions of tabby a and
b. Kjerringtenner, together with
stripes, are basic to most aklae
borders. See Fig. 6

Harrender: This overshot tech-
nique results in a shape that looks
like an H. Twe contrasting colors
are typical, such as white with red,
or dark brown. Weave three shots
of a light color alternating with a
dark color as in Kjerringtenner
and ending with the light color.
The central bars of the H are an
overshot pickup with the dark color
floating over three warp ends and
under three so it joins the two legs
of the 1. You may have to go under
or over one or two threads instead
of three at the selvedge to place the
float correctly. Alternate light
tabby with dark floats until four
floats have been completed. Weave
the lower legs of the H in the same
way as the upper section. See Fig.
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Krabberender: The translation
of this Norwegian word is “crab
pattern”. Thisis the same overshot
technigue as Harrender with the
over-three and under-three warps
for the central weft floats, However
the floats occur so they are cross-
ing a central dark weft with light
bars on each side, This gives the
six-legged effect. Sometimes vour
eye will see a series of small crosses
rather than the legs. These are
called “liten kors” (little crosses).
See Fig, 8.

Fjord: This is woven in the same
technigue as Krabberender. See
Fig. 9,

Korsbord: This word translates
“crosses”. Either four or six warp
threads are used in crosses. Un-
even numbers of threads will not
work with the single interlock
technique. For Korshord the sel-
vedge thread on the left must be in
the up position. [.ay in the pattern
colors from left to right. The first
thread in every block mustbe an up
thread. The loose end threads hang
down. Be careful not to extend the
thread over too many of the down
threads into the next eross. When
sheds are changed, the thread on
the right is up, and you'll be laying
in your yarn from right to lett.
Weave the first color up to the color
change. Pick up the second weft
thread, wrap around the first and
continue on with the second weft
thread. Continue this way across
the row with the third and fourth

colors (see Fig. 10}, The weft yarn
does not need te be bubbled when
laying in the varn for these short
distances, but de not pull it in,
Push it into place with your
fingers,

Lynild: This word translates to
mean “lightning patterns”. An
even number of threads must be
used for euach of the lightning pat-
terns. To avoid confusing vourself,
have the same number of threads
in each lightning section when you
first try this. See the chart below
for possible sections in a piece con-
taining 60 threads,

hightning noumber of threads
sections per section

3 20

5 12

5 10

10 6

13 4

Lightning Sections for
sixty end threads

With experience lightning scctions
won't have to be the same size, but
they must always contain an even
number of threads. Begin with the
warp thread on the left side up.
Starting from the left weave your
blocks in different colors. Change
sheds. Start weaving from the left
again. Pick up the up thread to the
right of yvour butterfly. Colors are
usually woven in the shed in a spe-
cificorder and repeated in the same
sequence across the width of the
piece, Start a new butterfly on the
edge so that the lightning patterns

stay the same width, By picking up
the thread behind the butterfly
each time you progress from left
toright thelightning will move in
that direction. At the point of the
lightning, you want to be sure the
pointisn't buried in the weaving by
picking up the thread in back of the
butterfly. The point will be more
vigible as the lightning pattern
goes in the opposite direction. See
Fig. 11.

COMPLETING TECHNIQUES:

A completed aklaevev piece is
reversible with all yarn ends
woven in. To finish an aklaevev,
weave in all the yarn ends by
inserting the yarns with a tapestry
needle running parallel to the warp
threads between the weft threads.
Press the piece firmly with a very
wet press cloth, Press it as flat as
possible. Maneuver the edges and
bumps to arrange the piece in pro-
portion and with even edges.

Add a bias tape sleeve at the back
top of the aklaevev for hanging or
turn under the top of the aklaevev
to create its own sleeve, Choose a
decorative hanger or simply insert
a dowel in the sleeve to provide
firmness for hanging. Fringe at the
toep may hang down the front of the
piece or be concealed by the sleeve.

Completing an aklaevev is a slow
and sometimes tedious process, but
the finished piece is a strong tapes-
try that reflects the historical roots
of the Scandinavian people.
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YARN SOURCES:

The Unigque
21 East Bijou
Caolorado Springs, O #0802

The Weaving Works
49 Brooklyn Avenuc
Seattle, Washington 95105

Damascus Pioneer Craft School
14711 Seutheast Anderson Road
RBlackamas, Oregon Y7015

Glimakra Looms 'n Yarns, Inc.
.0} Box 16157
Hocky River, Ohio 44116

The Willow Trec
1112 North 159 East Avenue
Tulsa, Oklahoma 74116

Husflid, Mnllerst
4, Boks 18
Qslo 1, Norway

YARNS:

Rauma Pryvdvevgarn (6 over 2)-size for
sampler size uklasvey

Ruuma Aklegarn—for Lurger pivces of akloe

Vamseyarn—{for large overshol

Ullspiessgarn

Warp varn—oeotton seine twine 1246 or
linen 873

ABOQUTTHRE AUTHOR: Sonju A Irtheck is
a weater by avocation and has been weat-
ing fur the past eight years, The Scandina-
vian influcnee came from her Norwegion
grandmathier, Gunhidd Jdacobson. Sonja's
hurgeoning interest in aklae came about
when she riveived some gklaer from Gun-
Hild's sister who resided o0 Naorway, Her
desire to learn the teehinigue fod her to the
Norwegian American Muscum in Devorah,
fowa. The resulting article (s o0 memory of
her grandmathoer, L]
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photos by Sylvan Nass
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1. “Quartet from the Magic Mandala’, 34" x 437, tapestry vn leno ground.

4. Pre-Columbian fragment of complementary warp

weave with a recursive bird motif; courtesy of Phila-
delpha Museum of Art {given by Moss Rose Manufac-
turing Company.

GIFTS FROM ANCIENT PERU

The documentation of historic and
ethnic textiles has increased rapid-
ly in the last 50 years. Modern
weavers now have access to many
fine collections and libraries that
specialize in fabrics from all
corners of the world and dating
hack to prehistoric times. There is
much to learn from our rich herit-
age and each of us can find arcas
that will bring us closer to our own
special goals, whether they be
technical, artistic, or both. I have
found a particularly rich source of
inspiration in the pre-Columbian
weaving of Peru. Two studies have
resulted from this; Harness Lace,
1977, and Weauves of the Incas 1980.

“Harness Lace” is a method of
weaving leno, heddle controlled the
32 SUMMER 1983 wJd

by Ulla Nass

Andean way, but adapted to the
floor loom. I use this method to
weave tapestries on leno ground
(Figs. 1 & 2). This weave was used
in both Ancient Peru and China,
mostly for richly patterned gar-
ments. My use of it with unspun
wool tapestry inlays may be new—
but I doubt it! It is my experience
that almost anything we “invent”
has been done before in some other
time or place.

My warp for the tapestries is usu-
ally mercerized cotton 10/2 and the
leno weft is the same yarn. The cot-
ton threads form a leno ground that
becomes almost completely hidden
by pattern weft of unspun wool.
The woolis Corriedale fleece from a
neighboring farm that we prepare

ourselves, and I have wonderful
support in my husband, who has
become quite a dye-master. We use
acid dves, mainly because much of
the dyeing is done in the kitchen,
and the acid dyes are the least toxic
of all. (Even natural dyes often
reguire mordants that are highly
poisonous.)

The leno ground serves several
purposes in my pieces: It gives the
tapestries a thick, soft texture
{Photo 1). The regular leno weft
prevents the wool inlays from
packing together very closely, thus
making the weave much lighter
than an ordinary tapestry. This is
an advantage in large weavings,
where the weight of the piece can
cause all kinds of hanging proh-



b

reed  beater.

lems. The leno grid also gives the
wenve a characteristic regular tex-
ture that lends itself beautifully Lo
geometrie designs, l.ast but not
least the leno grid solves the per-
petual problem of tapestry inter-
locking: no interlocking is neces-
sary between the wool inlays!

Faney gauze, the "ultimate” lace
weave, 18 a further development of
ordinary leno. In this weave each
warp thread crosses its neighbor
alternately to the left and to the
right with each succeeding weft
{(Figs. 3a & b). Also called “three-
thread leno” the weave was used
extensively in Ancient Peru, and
many beautiful examples have
been found in the grave sites along

2. Silk shawlin fancy gauze being woven on a floor loom without a

photos by Sylvan Nass

the dry Peruvian coast. I found it
very enjoyable to weave, well worth
the trouble of setting up (Photo 2).
For the set up and technique, refer
to Harness Lace.

Two heddle rods (3 shafts on a floor
loom) are necessary to weave this
fabrie. Due to the structure of left-
right crossings of warp threads,
weaving musi be done without a
reed. A frequently moved stretcher
15 a must. The blouse in Photo 3 was
woven with silk on a [Toor loom. In
the open wenve areas, pattern for
mation is carried out with a pickup
stick that untwists some of the
automatically crossed warp pairs
in every second pick.

While working with the lace
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3. 8ilk blouse in faney gauze, leno and plain weave.

woeaves I became intrigued by the
pattern of the old warp faced Peru-
vian weaves (Photo 43 They often
have a figure-ground ambiguity
that 1= of artistic interest. These
patlerns  are  deliberately  con-
strueted tlike an Escher print} in
such a4 wayv, thut the figure can be
seon as the ground and viee versa.
[t takes an unusual awareness ol
both geometry and psychology to
do this, but ! found that one partice-
ular class of weaves, namely the
complementary warp weaves, hasa
structure that facilitates such com-
positions. The Andean method of
picking patterns by hund (which is
still in use) made me learn the
backstrap technique which facili-
tates the picking method. The

L
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FIGURE 1. Sheds for leno ground (S and H,)
and sheds for the tapestry weft {H; and H;).

e

FIGURE 2. Leno ground on which a
discontinuous tapestry weft is woven by
litting first H, then H,.

continuous crossing

FIGURE 3
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5. Two belts, one in the process of being woven on a backstrap loom;

complementary warp Weaues.

study ( Wenves of the Incas) made
me understand more, both about
how threads behave und what kind
of mental gymnastics are required

to weave the beautiful patterns
that were common in the Andes. [
use this kind of weaving for ties,
belts and straps, small or narrow

6. “Autumn Leaves™, 46 x B77, tapestry with recursive composition; courtesy M. Malin, Esq.
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picces, where T want to have espe-
cially striking and intricate fig-
ures. My warp is usually commer-
cial two-ply wool that ] overspin for
added strength. The weft, which
shows only along the cdges, is cot-
ton “earpet warp” (Photo 0).

Perhaps the most valuable lesson
of the complementary warp weave
patterns, however, was my deeper
understanding ofthe figure-ground
perception inherentin any pattern.
[ have tried to develop this further
in my large tapestries in more or
less obvious ways (Photo 6).
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1. Ring baskel in process showing twill weate.

SOUTHWEST INDIAN TWILL TAPESTRY
by Betty Atwood

Twill tapestry is one of the least
known of the many intricate
weaves that were employed by the
prehistoric Southwestern Indians.
Sometime after 800 AD when the
true loom was introduced into the
Southwest from Mexico, multi-
shaft twills were developed in that
region. Although early Mexican
and Peruvian weavers understood
and wove twills, they were not
developed to such a high degree as
in the Southwest. The understand-
ing and evolvement of this weave
can be said to be as great an
advancement in prehistoric weav-
ing technology as the Jacquard
loom was in the 19th century or the
shuttleless loom in our own time.
Kate Peck Kent remarks in her very
knowledgeabie and complete work,
“The Cultivation and Weaving of
Cotton in the Prehistoric South-
western United States™ that “The
prehistoric Pueblo peoples of cen-
tral and northern Arizona and New
Mexico have earned a distinctive
place for themselves in the annals
of New World weaving through

their exploitation of the mechani- 2. Blanket fragment from Grand Gulch, Utah
WwJt SUMMER 15883
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cal passihilities of their loom.”

For many centuries before the true
loom appeared in the Southwest,
baskets were plaited into twill pat-
terns from yucca leaves. Contem-
porary Pueblo weavers still make
this same vucea ring basket {Photo
1). Plain, reverse herringbone and
diamond twills were used to en-
hance these handsome and utilitar-
ian haskets. It is probahle that pre-
historic weavers were inspired by
these designs which led them to
concelve and execute many differ-
ent twill patterns on the frame
loom. Using from 3 to 5 heddlerods
plus a shed rod they wove fine cot-
ton threads into twill fabrics that
were used for wearing apparel,
bags and blankets. Their loom was
probably an upright frame loom
nearly identical to the Pueble and
Navajo looms of today. Although
the Navajo weavers use wool to
warp and weave their rugs, the
prehistoric weavers, as later Pue-
bla people do, used cotton spun on
hand spindles weighted with clay
or stone wherls. To make the
designs even more complex, they
learned not simply to pass a weft
through the shed but also to weave
twills as interlocking tapestries
using 3 or more wefts in one shed.
Following the angles made by the
twill weave, they outlines the
“eyes’ of thediamond twill or wove

3. Twill tapestry, three shaft diamond
s SUMMER 1983 WwJ

diagonal stripes in zigzag designs
that stood out against the back-
ground. Another variation they
invented was changing sheds
partway through a weft shot so the
angle of the twill might change—
making what is called an irregular
twill. Without changing colors they
achieve a tapestry effect.

One of the finest examples of twill
tapestry from the prehistoric
period was discovered at Grand
Gulch, Utah (Photo 2). It is now in
the collection of the American
Museum of Natural History in New
York. [tis thought tobe apartof a
blanket and is entirely woven in
interlocking diamonds and zigzags
in black, brown and natural cotton,
It is woven in a three shaft dia-
mond twill,

After observing such a fine exam-
ple as the Grand Gulch piece, we
can draw the conclusion that the
weavers of this period were truly
masters of the twill weave, Other
excellent examples have been
found in a widespread area of the
Southwest where arid conditions
have allowed the fabrics to be pre-
served, A fine pilece of irregular
twill tapestry, which has been
identified as a breech cloth, was
found in the Tonto cliff dwellings
in southern Arizona. Diamond

v TF | b

twill tapestries were discovered in
Tularosa Cave in the Gila River
area of New Mexico and in Monte-
zuma Castle in Arizona. Many
twills known as “Anasazi twills”
for the people that wove them have
heen found in Southern Colorado
and northern New Mexico-Arizona
area. These are distinguished by
the patterns woven in weft stripes
in black, brown, red and white.

Although the finished result of
prehistoric twill weaving might be
the same as what contemporary
handweavers can produce, their
heddle-rigged looms woerked on a
slightly different principle, Thatis,
each heddle rod picked up all of the
warp threads needed to be raised
for each weft. On handlooms today
we raise two or more shafts to
achieve the sume result. Lifting one
heddle rod at a time was a simpler
and less time-consuming action for
this tyvpe of loom. Navajo twill
weave saddle blankets—a probable
cutgrowth of Pueblo twills—em-
ploy this same system.

In experimenting with twill tapes-
trv technique, T have tried 3,1 and 6
shaft diamond twills as well as
straight twill. The simplest twill is
the three shaft diamond twill
which gives small diamonds but
can create overall designs to cover
larger areas or blocks of diamonds

4. Twill tapestry, six shaft diamond
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A Irregular twill, continuvus weft
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{Photo 3). The Grand Gulch blan-
ket is done in this manner. T have
also worked on 6 shaft diamond
twills weaving some of the dia-
monds in contrasting colors to set
them apart from the background
(Photo 4). Using the interlocking
tapestry method on the front side of
the loom will make the reverse side;
this is true of most tapestry weav-
ing. This sometimes creates a prob-
lem, for it is difficult to see if one
has made an error, I find it handy
to keep a small mirror beside my
loom to check on the underside of
my weaving from time to time. The
loops formed by the interlocking of
wefts actually create a raised pat-
tern which can be utilized if one
prefers this effect as the finished
side.

Irregular twills are woven in a
broken or modified twilling as con-
trasted with the regular or dia-
mond weave. Examples from pre-
historic sites show that twill tapes-
try motifs or patterns were some-
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times woven on a plain weave or on
a'modified” twill background. The
heddle rods had to be manipulated
part way through the weft shot to
achieve the pattern. On contem-
porary hand looms, one can do this
by changing the shaft lifts part
way through a shot. Anether type,
that cannot be called true tapestry,
1s an irregular twill woven in this
same manner but without making
color changes (Photo 35). Many
beantiful and complex patterns can
be accomplished in this way. The
contrasting textures of twill and
plain weave make for a sophisti-
cated and very contemporary-ap-
pearing fabric. The best partisthat
they can be done on a four shaft
loom set with a straight draw.

One of the experiments I tried with
twill tapestry was to set a twill
motif against a plain background.
Using a2~ diagonal twill ] made a
zigzag design by changing both
color and direction of the twill at
certain points. This created an

6. Twill tapestry, plain background

¥
T Y EYy
ETEET TN 5

optical illusion effect that literally
seemed to jump out from the fabric.
This has led to more experiments
with optical effects in this tech-
nique and so on—and so on. There
are many, many more possibilities
with this basically simple but truly
native American technique. | urge
other handweavers to give it a try’

Bibliography

Kent, Kate Peck. “The Culuvation and
Weaving of Cotton in the Prehistoric
Southwestern United States.” Ameri.
can Philosophical Soeiety Transac-
tinns New Series 47.03) 457-732, Phila-
delphin, Pu. 1957,

ABGUT THE AUTHOR: Betty Atwoud, a
native Vermonter, is an Associate Professor
al the University of Vermon! where she
feaches wearing and design. Herinterest in
Southwestern Indian Toxtiles has devel
oped nver many vears of travel und studvin
the Southrecest (nefuding two sabbatica!
leaures spent there, She has given many
warkshops on Southwestern technigues and
shown her wark widely throwghout the
country. She ts currently a pariner in o
handweaving supply shop in Shelburne,
Vermont where she Hoes, »

wJ SUMMER 1983 37



SUMBANESE
IKAT

by
Farrell Hannon

Nearly all the islands of Indonesia,
except Bali, produce only warp
ikat, all of which is woven on back-
strap looms. Except for Sumba, all
use geometric, floral, or abstract
patterns. In Sumba, however,
weavers are still influenced by
their former animistic religion, and
use animals, birds, and humans as
designs.

Natural dyes are used in most of
Indonesia. Indigo, which grows in
abundance in the islands, is used
the most. Tkat weavers also use the
oil of the kombu nut and the bark of
the roots of the sint) tree. These
produce a creamy yellow and a
rusty red.

Cotton is still grown on some of the
islands and is spun and used for
weaving, However, much of the
thread now used is imported,
mainly from Hong Kong. Except
for the island of Sulawesi where
silkworms are raised and thesilk is
spun and woven by the Buganese,
all of the warp ikat of the other
islands is cotton.

In order for me te understand
Indonesian ikat fully, it was neces-
sary to learn the process of making
warpikat as well as Balinese (weft)
ikat which 1 had previously stu-
died. I decided that the best placeto
study Indonesian warp ikat was in
Sumba as it is the most typically
“Indonesian” of all the warp ikats
produced there, differing greatly
from warp ikat in any other part of
the world. I went to Sumba in the
spring of 1981,

Upon arriving at the airport at
Waingapu, the capital of Sumba,
my friend and 1 were greeted by
long lines of Sumba blankets and
hinggis (shawls) strung on ropes
38 SUMMER 15983 wJ
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tied between trees, and were soon
surrounded by numerous salesmen
intent upon selling their wares.

The weaving center nearest to
Waingapuisthe very tiny village of
Prailu, only a short bus ride from
the hotel where we stayed. Here we
saw blankets being warped, dyed,
and woven. On another day we
visited a “weaving factory” { a
group of hired weavers) inthe town
of Melolo. Melolo is a town half a
day’s journey by bus from Wain-
gapu, over probably the worst road
in existence. We were cordially wel-
comed to this “factory” by Uncle
Lali. the uncle of David Ely, a
young Sumbanese textile buyer
from RBali, whom we had met
carlier.

Hinggis (shawls) and supplemen-
tary warp sarungs, as well as
blankets, are made in all the weav-
ing centers.

The finishing of the ends of the
hinggi is unusual. An inkle band is
woven along the edge, the warp
ends of the hinggi forming the
inkle weft. This makes a neat, tight
edge that will not ravel (Photo 1}

The making of Sumba blankets is
the main ocecupation of Sumbanese
weavers (Photo 2). This is a slow
and laborious process. The thread
for the warp is first wound from
skeins into balls. T'wo women wind
the warp, passing the ball of thread
from one to the other and passingit
around poles set into each end of a
heavy frame. This frameis half the
length of the finished blanket. A
cord is tied across the frame near
one end and the thread is passed
alternately over and under the cord
to form the cross (Figs, 1 and 2).

The warp is also divided, usually
by finger erocheting, or sometimes
by twining, around the number of

//l cord for cross %L
1 length of finished blanket v
pad. rd
LY/ Ay
b + ' movable rod
K, stationary rod - ; — -
FIGURE 1. Side view of ¢ o G m movable rod

warping frame

-f ™y o .
”T TI_\ cordtorcro;5

] in top layer

top layer

ball of string|

bottom layer

(ma

FIGURE 2. Top view of warping

. stationary rod | |

frame with circular warp




Clockwise from upper lefi:
! Hinggi with inkie edge, detail

2. Sumba blanket with center pattern

3. Tyving Sumba blanket at Melolo

4. Sumba blunket, tied, ready for dyepot

i, Dyeing with indigo

8. Dyed warp, ties removed

7. Dyed warp being made ready for the
lvom. Praily.

8 Weaving a Sumba blanket. End of lvom

resls on notehes in supporting posts of floor.
Prailu.

photo by Richard Reichart (4)
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a 1st warp

b 2nd warp

A B A B
A {on pole a) are 1st warp bundles
B (on pole b) are 2nd warp bundles

FIGURE 3. folded cloth

( e warp pulled to end

Cross

A B

t center pattern tied

FIGURE 4. Cross section of tying frame

threads needed for theikat pattern.
When the frame is warped with the
correct number of threads, the ikat
bundles will also have been separ-
ated. A lease cord is now inserted
on cach side of the cross and tied
together at the ends. A second
warp, identical to the first, 1s pre-
pared in the same manner, but
using a different color of thread to
crochet or twine around the pattern
hundles. The tension on the pelesis
released and the first warp 1is
placed over the second warp, keep-
ing the bundle separations directly
on top of each other, Then the ikat
bundlies from the two warps arc
twined together, soitis easy for the
woman who ties the pattern to pick
them up together.

Some Sumba blankets show a verti-
¢al fold. To make the vertical fold.,
short poles ta and b) are inserted in
each end und the long poles with-
drawn. The short poles are folded
together, and a third pole (¢) is
ingerted, picking up warp bundles
from first one warp and then the
other, until allthe warp bundles are
on one pole at each end (Fig. 3h
This folded warp is now inserted
into the tying frame.

For the other blankets the two
warps of the pair are separated
after they have been dyed and cach
warp is woven separately. After
weuving they will be sewn together
down the center to make once
blanket.

The tying lrame is very similar to
the warping frame, except that the
pole atene end is notinserted into a
hole in the frame, but fastened by
cord loops, thereby making it pos-
sible to adjust the tension (Photo3),

Some Sumba blankets and hinggis
have a plain colored center where
the warp threads go around one
end of the poles. However, the het-
ter blankets have the centers deco-
40 SUMMER 1983 WJ

rated. When this is to be done only
the top layer is tied into a pattern,
in an area large enough to go
around one end pole (Fig. 4). The
warp is now pulled around so the
tied pattern goes around the pole,
The lease cords and 1kat separa-
tions are ut the other end pole. The
tver now proceeds to tie both top
and bottom layers together into the
pattern she desires, picking up the
correct number of threads by
checking with the separated bun-
dles. As the tying proceeds the bot-
tom pole needs to be loosened from
time to time to keep the tension the
gsame. Thisis easily done by adjust-
ing the cord loops.

Ties are made from the fine inner
bark of a tree. They are kept mois-
tened as they are used. When the
warp is tied a heavy cord is passed
through the end opposite the center
and the poles are removed. Itis now
ready for the dyvepot (Photo 4).

Since indigo is the main dve used
the dyveing is a slow process. The
depth of the color depends upon
how muny times the thred is dyed
and then exposed to the light
Many of the colors found in Sum-
banese textiles are produced by
kombu and sinti bark, as well as
other shrubs, and then overdyeing
with indigo.

After the warp has been dyed
tPhoto 3) and is ready for weaving,
itisveplacedinthe tying frame and
the ties are removed (Photo 6).
Unless the blanket is woven with a
fold the two warps of the pair are
now separated and each one woven
separately, If the warp is for hing-
gis, one woven piece will be used for
a shawl and other used to wrap
around tiie hips.

Atter the ties are removed and the
wurps separated, one of them is
laid out on a bamboo frame and the
lease sticks and heddles are put

in {Photo 7). [t is then placed in the
backstrap loom. There is usually
just a crude support for the end
pole. Sometimes the support is part
of the foundation posts of the
house, and sometimes the end pole
is simply fastened to the floor joists
above the weaver. The weaving
generally takes place under the
house where il is cool, the floor
being abhout four to five feet above
the ground (Photo 8).

The weave is a warp faced rep, the
weft threads generally being heav-
ier than the warp, which is very
fine, about 6072 think. Part, or all,
of the weft is dyed, often in two dif-
ferent colors; this produces a varia-
tion in the colors of the ikat
patterns.

Sumbanese ikats are considered
the [linest of the wurp ikats of
Indonesia. The most intricate and
beautiful of them are never sold,
but are used for royalty or people of
high position.* It takes many
months, often more than a year, to
make a fine Sumba blanket.

Tving Frame at Melolo was simply

two poles propped into notches in
the walls.

*Kahlembor, Mary Hunt, Textile Traditions
of Indonesia. © 1977. Published by the Los
Angeles County Museum of Art, 5805 Wil-
shire Blvd. Los Angeles, CA 90036,
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TYING WARP IKAT ON THE LOOM

Warp ikat is generally measured
and tied on a frame, as in Sumbhba,
or, as in South America, on two
sticks set in the ground, or, as in
Jdapan,onawarping board where it
c¢an be both warped and tied. My
problem was, how could 1 tie fifteen
vards of warp for drapery mate-
rial? It wasn't possible to construet
awarping frame fifteen vurds long,
nor could I wind my warp on sticks
setin the ground even though T had
plenty of room. I was sure I would
never gel 1t all wound and tied
before it got rained on. It is casy to
muke o hundred yavrds of wefl ikat,
as they doin Bali, but warp ikat is
made in airly short lengths,

Sinee | often put long warps on my
loom, I wondered if it might not be
possibleto use the loom for making
ikat ties.

[ first experimented with a sample
warp three yards long. 1 first
beamed the warp on the cloth
beam, tied the warp and rolled the
ticd warp onto the warp beam. Tt
was easy totie, but rolling the warp
over the warp beam caused the ties
te bend and loosen, thus spoiling
the pattern when it was dyed. To
use the loom for tying the warp 1
had 1o find a way to keep the ties
from bending or loosening,

I FINALLY WORKED OUT THE
FOLLOWING PLAN (FIG. 1)

I drove two large nails into a piece
of 17 x 27 (25 x 50 mm) wood a foot
langer than the width of the ikat
material I wanted to make. [ apaced
the nails two inches (350 mm)
farther apart than the width of the
warp. This board was clamped to
the back beam (h) of my leom with
C-clamps. The warp to be tied was
rolled on the cloth beam (e). To pull
the warp forward after each tving, [
devised a wooden clamp (d) of two
pieces of 17 x 17 inch wood, each
with a strip of foam rubber affixed
to one side with rubber cement.
These two sticks were fastened

by Farrell Hannon

together at onc end, foam sides lae-
ing, with a piece of strapping tape.
They could be clamped around the
warp, the open end temporarily
held together with muasking tape
until it could be clamped every
eight inches (20 cm) with C-clamps.
The warp, when loosened from the
front, could then be pulled back and
hooked behind the upright nails.

temporarily fastened to the ¢loth
beam rod with rubber bands. The
chain of warp was straightened
and spread out over the back beam.
The warp was now twined into
bundles of six  threads, (Five
threads would have been the cor-
rect number for 40 epi but with this
technigue one has to work with
e¢ven numbers of threads).

front
beam

untied warp
is stored here

FIGURE 1. Tying on ikat

tied warp rests
on the floor, not
beamed

PREPARING THE WARP

Since I wanted o wide material (44"
or 112 em) with two repeats ol the
design, I made two warps of cqual
size. Kach warp was 22 inches (55
cm) wide, 880 threads at 40 epi
(16010 cm). Each warp had its
own lease sticks and an end stick
far lashing to the cloth beam rod. It
1simportant that the two end sticks
be even. Narrow, flat sticks must be
used as end sticks and both must be
lashed together so they will go
around the cloth beam as one, |
found that lease sticks made good
end sticks hecause they have holes
in the ends and can be tied
together.

Warp No. 1 was put through a rad-
dle that was tied to the upright
sides of the loom to keep it from
moving forward. The end stick was

The second warp was placed on top
of the first warp, through the rad-
dle. and the end stick placed on top
of end stick No, 1. The two end
sticks were then lashed together
evenly and then were lashed on to
the cloth beam rod.

A pilece of cardboard was placed
between the two warps to separate
them; the second warp was also
twined into bundles of six threads
each. The cardboard was then
removed and the warps were
straightened out and rolled on the
cloth beam as one. (It is easier, at
this point. to have someone hold
the warp while you beam it on.
Sincel haveno help, I weighted my
warp, as [ always do, with sand-
bags, and wound it on as usual)
When all the warp was wound on [
tied the ends to the back rod (the
rod of the warp beam).
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TYING THE WARP

The technigue used for creating
patterns is warp shifting by means
of pattern loops which will be
cxplained later.

By using pattern loops to shift my
design T was able to tie the warp
straight across, in horizontal
stripes. I wanted the material to be
vellow, orange, and brown. I used
vellow 20 2 thread. I ticd the warp
in lwo inch sections, tying the yel-
low stripe first. (To keep the stripes
even [ marked the woarp with
chalk) Using adifferent color tupe,
I tied the orange stripe next Lo the
vellow stripe, and continued tying
over the vellow Lie so that there
would be no chance of brown dye
showing hetween the two stripes,
The brown ares was lett untied.,
This stripe must be at least 2inches
(™0 mm? in width in order to place
the wooden clamp (b around it.
{Mine was 4 inches (100 mm).)
Photo 1.

When the two stripes were tied all
the way across the warp, the
wooden clump was placed around
the warp just above the ties. The
warp was loosencd Irom the tront
and then pulled. by means of the
clamp, far enought back to hook
it behind the two upright nails
{Photos 2 and 3). The warp was
retightened from the front and the
tying proceeded. I found, however,
that it was sometimes difficult to
tie close to the back beam, so it was
easier to tic the second yvellow stripe
befare moving the warp. The tied

1. Beginning with a snitch knot
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warp piled up on the floor at the
back of the loom, where T kept 1t
covered to keep it clean.

When all the warp was tied, the
lease sticks 1n cuach warp were
replaced with cords, tied together
at the ends. Cords were also placed
atthe ends where the flat end sticks
were. The warp was now remeoved
from the loom. As the tied ends
were removed from the back rod
thev were tied together securely so
they would not tangle when put
into the dye bath.,

DYEING

The darkest color was dyved first,
Afterthe thread was dry the ties for
the orange stripes were removed
and the thread was now dyed
orange. SiNee orange 18 a compo-
nent of brown, this did not affect
the brown, except to make it brigh-
ter. Alter the second dveing and
drving, the last ties were vemoved
and the warp was ready for the
loom.

[n using this method 1t 1s necessary
to have the related, or
changed to related colors. Other-
wise it would be necessury to cover
the first dyved area with tape before
proceeding with successive dyve
baths, In o warp of this length this
would be extremely time con-

colors

sSuming.

PATTERN LOOPS

[ wanted a shifted pattern in a
lightning design (Photo 4 & ). 1
used nails pounded in boards as a

v

a#_- F _"'{ i
I 7

2, Grasping the wooden clamp

jig for making thread loops with
which to shift mv warp threads
into the desired pattern. T used two
boards, 127 (30.5 cmix 487 (122 ¢m)
and marked out two 22-inch (H6-cm)
sections on each one. In each 22-
inch section [ drew vertical parallel
lines one-eighth inch apart across
the width of the board (Fig. Z2a).
Over these parallel lines 1 traced
my pattern—on all four sections,
starting at line 1 on the left in each
section. The lowest point of my
pattern was three inches (76 mm)
from the bottom cdge of the board.
If [ had put my pattern closer to the
bottom than this my loops would
hive been too short to tie. One inch
up from the bottom of the board |
drew a line the entire length of the
hoard.

I now hegan putting nails in the
hoards over which to tie my pattern
loops (Fig. 2b), On scction A 1
began at the first line on the left,
placing a small nail, or long brad
on the line at the point where the
pattern began. | also put in o nail
on that same vertical line one inch
up from the hottom, where it
crossed the long horizontal line. On
section A the second nall was
placed where the pattern crossed
the fifth line, and alsa, one inch
from the bottom. This continued
across the hoard in section A, put-
ting nails in every fourth line, both
at the crossing point of the pattern
and also at the bottom where the
horizontal and wvertical lines
crossed,
hottom.

one inch up from the




S !
Lines drawn 18" apart across board for
2" section
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5 & 13
Design drawn and nails placed on every
4th ine

T

|
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c. Loops tied over nails

o

Finished that weaving

FIGURE 2

On section B I began the nails on
the second line where the pattern
crossed, and also at the bottom, T
continued across this section, every
fourth line from line 2,

The second board had pattern sec-
tions C and D on it, On section C I N
started the nails on the third line, 5 '|l~,I Hﬂ\\m\k&h{'
as well as oneinch from the bottom, : - Wi || H

as before, and continued across = BiLeiint "L' ]

this section, putting in nails on
every fourth line all the way
across. On section 13 began where
the pattern crossed line 4, and con-
tinued across, putting in nails in
every fourth line from there. (It 18 5 purtern boards

not possible to use one pattern

board and put in nails every eighth Using four different colors of car- red, one (or cach pattern section, [
inch as the boards would split.} pet warp, gray, vellow, black, and tied loops around the nails, each

- - loop the length of the distance from
A " the nail where the pattern crossed,
7 to the nail at the bottom of that line.
& 'h The shortest loop was 3 inches.
Any loop shorter than this would
have been difficult to tic to the warp

P ————— T T R R Lk - with a lark’s head knot (Fig. 2c¢).

Ill' {3 |

= . § 3 - “I the loom with rubber bands to keep
i i e R B e i * it straight. The warp was weighted
.l - R n W T — down at the front of the ioom. Tak-
» P 1 L U | ing the first loop on the left from
f ’ " ' 'II I I i \ A “' . - t seetion A | fastened it to the first
4. Pulling the wouden clamp three warp loops (6 threads) at the
wJ SUMMER 1983 43

The warp was pulled to the back of
the loom, but not over the back
beam. The end rod was fastened
temporarily Lo the back warp rod of



FIGURE 3

left side of my warp, with a lark’s
head knot (Fig. 3). I continued with
loop No. 1 from section B next, the
first loop from section C after that,
and finally loop No. 1 from section
D). I now had four pattern loops at-
tached to my warp: loops No. 1 from
each of the four pattern sections—
A, B, C, and D, one each of gray,
yellow, black and red. I continued
putting on the leops, now using
No. 2 loops from each pattern seec-
tion, etc. Since each pattern section
was tied with different colored
loops it was easy to go back to the
proper place if an interruption
occurred.

8. Pattern threads tied to warp ends

When all! the pattern loops had
been fastened to the warp ends,
these loops were thenthreaded ona
rod, and the temporary end rod
removed from the warp. The new
end rod, on which the pattern loops
were threaded, was lashed to the
back beam rod (Photo 6). The warp
was now ready to be rolled on the
back beam. The pattern loops

!
wmwu\“ “M 1

shifting parts of pattern il !

varying mclth of stripe

varying 3|ze of bundigs
FIGURE 4 Other patterns possible by shifting
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pulled the warp threads to varying
lengths according to the length of
the loop. The ikat stripes that had
been tied straight across the warp
were now shifted into the desired
pattern. Care had to be taken when
heaming on the warp to see that the
threads were pulled evenly, as the
pattern shifts along the entire
length of the warp.

After beaming all the warp on the
loom and tying it to the cloth heam
rod, the weaving proceeds as usual.

Any pulled pattern can be produced
by the loop method (Fig. 4). Somce
parts of the warp may be shifted
and some left. However, if only part
of the warpisto be shifted, itis wise
to tie loops of equal length to the
part you donot want shifted so they
will all move together, as the smal-
lest loop that can he tied is two
inches, unless your pattern calls for
that muoch differential between
shifted and unshifted parts.

The ikat stripes may also be varied
in width; this will also change the
pattern somewhat. Some wuarp
bundles may be smaller (thinner)
than others, allowing another
variation in the pattern. However,
whatever the size of the bundle you
start with, it must be kept the sume
size (not necessarily the same
length) along the entire length of
the warp. -



AN INTRODUCTION TO COMPUTERS

FOR WEAVERS

by Earl W. Barrett

PART2: WHAT’S INSIDE THE BOX?

In the first article of this series we
looked at computers from an exter-
nal point of view, learning about
some of the many things they can
do and about the various man-
computerinterfaces or [/ devices.
[t is now time to take a short and
not overly-technical look at what
goes on inside a typical personal
compuler.

In the previous article I frequently
uscd the word “information™ to
refer to the inputs to, and outputs
from. a computer. We saw that
information took many forms:
typed words, numbers, pictures on
avideo screen, ete. In the computer,
however, information exists in
only one form, viz., a pattern of low
electrical voltages at various
points. The function of all 14O
devices 1s to transform the various
kinds of outer-world information to
or from these internal patterns.

All personal computers belong to
the class of electronic digital
computers. "Electronic” means
that all the actions taking place
involve only changes in electrical
voltages or currents, without any
moving mechanical parts, “Ihg-
ital” imposes the further constraint
that these voltages take on only
certain discrete values.

OF IMPS AND SWITCHES

The fundamental electrical unit of
a digital computer is shown (in
idealized form) in Fig. 1.

~[BY P )

1 QL\E‘

= B! "/ NODE
oV REFERENCE

FIGURE 1. Basic cell or fundamental unit of a
digital computer.

The group of paraliel short and
long lines at the left of the figure is
the standard symbol for a battery.
It may be an actual battery in a
portable computer, or a power
supply that transforms the house
current (115 volts alternating) into
a steady (direct) 5-volt source. The
symbol at the right is a switch.
When the arrow is in contact with
point A, asdrawn. the node will be
five volts positive with respect to
the reference, or “ground”,
which is common to all units in the
computer. When the arrow is in
contact with B, the node is con-
nected to the reference and is there-
fore at zero volts.

So far so good, but what flips the
switch? One can fantasize that
thereis alittle imp inside the box C
who moves the switch to A or B
depending on some signal that
comes to him along the dotted line.
In some very primitive computers,
this imp was a combination of an
electromagnet and spring. When a
current passed through the coil of
the electromagnet, the moving arm
was moved to Point A; when the
current was cut off, the spring
pulled the arm into contact with
Point B.

In modern computers, the func-
tions of both imp and switch are
handled by a transistor, similar
in principle to those in a radio, but
far smaller in size. The transistor
switches the node from A to B in
response to changes in voltage at a
third input terminal, or base, in a
few nanocseconds (billionths of a
second).

So far, this is not very impressive.
The key point, however, is that the
voltage applied to the base (dashed
line in Fig. 1) may be that existing
at the node of another cell. Thus,
when large numbers of such units
are linked together in a purposeful

way, very complex patterns can be
created.

There 1s a fairly good analogy
hetween the basic unit of the com-
puter and a nerve cell in the brain.
Nerve cells produce electrical im-
pulses at their output nodes in
response to electrical and chemical
stimuli from the nodes of one or

-more other cells. The functioning of

the brain testifies eloquently to the
complexity that is possible when
many billions of simple units are
organized into networks.

Atthis point we may leave the elec-
trical details to the computer de-
signers and move to another level
of abstraction. We will simply say
that whenever a node is at 5 volts
1ts state is represented by the
numerical digit 1 {one), and whe-
never it is at zero volts its state is
the digit 0 {zero}). From this point
on, then, we only deal with these
digits; all information inside the
computer can be represented by
patterns of 0’s and 1's.

BITS, NIBBLES, AND BYTES

If we have only a single cell, there
are only two possibilities, 0 or 1.
But if we associate two cells to-
gether, then there are four possibil-
ities, namely, 00, 01, 10, and 11.
With three cells we have eight pos-
sible permutations: 0040, 001, 010,
011, 100, 101, 110, 111. As we
increase the number of cells, it is
easy to see that the number of pos-
sible states grows as a geometric
progression, i.¢,, adding one more
cell doubles the number of possible
distinct states. Thus, four cells give
16 states, b give 32, 8 give 256, 16
give 65,536, and so on.

If we now imagine our group of
cells to be arranged in a row and
read their 1's and 0's from left to
right, we find a similarity with
ordinary numbers. Consider the set
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1001110¢1, for example. If we take
the rightmost digit at its face value
of 1, the next digit to the left as its
face value multiplied by 2, the next
again to the left as its face value
multiplied by 2 x 2 = 4, and so on
until we reach the last digit on the
left and multiply it by 128 (2 to the
7th power), and add up these pro-
ducts, we get

1+ (O0x2) + (1x4) + (Ix8) + (Ix16) +
(Ox32) + (0x64) + (1x128) = 157

We see from this exercise that any
ordinary integer number (such as
157)can be represented by a unique
set of the two digits 0 and 1, and,
therefore, by the state of a set of
cellsin the computer. We can there-
fore regard such nset of Vs and U's
as a kind of number. Just as ordi-
niry numbers are called decimal
(from l.atin: decem = ten) because
ten is the base which is raised to the
power of a digit's position, the
numbers made from ordered se-
quences of 0's and 1I's are called
binary (Latin: bini = two by two)
numbers, with base 2.

The facts that: (a) any number can
be represented in binary form
using only the digits 0 and 1; and
{h) that these digits can be ex-
pressed physically as two distinet
voltages, are what make the digital
computer a reality.

Binury numbers have their rules of
arithmeticjust as decimal numbers
do. We will not go deeply into them
at this time except to give the addi-
tionrule: 0+0=0,0+1=1,1+1=0
and carry 1. Note that this is much
simpler than decimal addition: this
is generally true of binary arith-
metic.

The individual (s and 1's 1n a
binary number are called hits (a
contraction of binary digif). A
binary number with four bits is a
nibble; breaking up larger num-
bers into nibbles is a convenience
for human programmers. We will
meetnibbles againin alater article
dealing with programming lan-
guages. A more important class of
binary number is the ¥-bit one,
called a byte. [ts importance liesin
the fact that most personal compu-
46 SUMMER 1983 wJ

g A i

L. Twointegrated cireuit /10 ehips, the large chip at the left isa Z80 CPU, the smallone isa

1116 RAM chip.

ters on the market up to the time of
writing (March 1983) are built to
handle data one byte at a time.
Larger “minicomputers” for scien-
tific, engineering, and business are
designed to work with 16-bit and
32-bmt numbers, while the big
"mainframes” may use 32-bit, 48-
bit, or cven larger numbers. Any
number, one or more bytes in
length, that is handled as a single
entity by a computer is referred to
as a word. The word length, in

grasp than other artists/crafts-
men. Just think of a binary number
as a description of a pick of weft on
your loom. Each 1 can represent a
raised warp end and each 00 a
lowered one (or vice versa if you
prefer it). As an elecmentary exam-
ple, two successive picks of plain
weave on a narrow-band 16-thread
warp can be represented on graph
paper in the usual way, or by the
binary numbers just below the
graph in Fig. 2.

"u"n"n" """

19101210101 0L010
0101051010101 6G1014

i 4

3,690 DECIMAL
245 DECIMAL

FIGURE 2. Representation of two picks of plain weave as binary numbers.

bits, 1s one factor that is used to
characterize a computer; personal
computers are mostly 8-bit ma-
chines and minis are mostly 16-hit.

The word size of a computer is
something that must be considered
when shopping for a machine,
because, other factors being equal,
the larger the woard length the
faster the machine will run. This is
especially true when the computer
is used on jobs invelving lots of
arithmetic. Unfortunately, the
price of computers goes up very
rapidly as the word length in-
creases. We will consider the rela-
tive merits of 8- and 16-bit personal
computers in a later installment.

[ hape that you have stayed with
me throughout what is probably
the least exciting (or most boring)
part of this series. I do feel that
what we have just covered is really
fundamental to what will lollow.
Weavers should find the idea of
binary numbers much easier to

Such relationships between binary
numbers and weave structures,
threading, treadlings, ete., are used
in devising weaving-simulation
programs, as we shall see later,

CHIPS, BOARDS,
AND BUSSES

A modern personal computer,
about the size of an office typewri-
ter und using as much electrical
power as a 6{)-watt light bulb, can
handle any job that a university or
business computer of 25 years ago,
oceupying more than a thousand
square feet of floor space and gulp-
ing energy at a rate equal to a
hundred electric ranges, could do
then. This marvelous feat is the
result of breakihroughs in mate-
rials technology that have steadily
reduced the size of transistors to
the point where nearly half a mil-
lion of them, with their intercon-
nections, can be formed on a silicon
wafer, or chip, about '4 inch (6.4
mm) square, at a cost {in mass pro-
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2a. Printed circuit (PC) board; component side with chips in sockets.,  2b Same PC board; foil side.

duction) of a few tens of dollars per
chip. The various functional blocks
of a computer are made up of such
chips {also called integrated cir-
cuits or 1C’s).

In order to protect them from dam-
age, the actnal silicon wafers are
encased in plastic from which
strong metal pins protrude; these
pins make the necessary electrical
connections between the chip and
the external world. Photo | shows
two typical IC chips. The large chip
15 a central processor unit
(CPU)thatis used in many brands
of personal computer; the small one
is 1 memory chip that holds 16,354
bits of data.

Physical support for the chips, as
well as means for connecting them
electricully to the power supply, to
each other, and to 170 devices, is
provided by a printed circuit (PC)
board. This is a sheet of plastic or
fiberglass that is first plated com-
pletely with copper; the pattern of
traces needed to make the electrical
connections is produced by a photo-
etching process using a master
negative prepared by the designer.
Photos 2a and 2b show the compo-
nent and foil side of a circuit board.

The traces that actually carry data
from one chip to unother are
grouped into busses according to
the kind of information they carry.
Communication between boards
takes place through conectors
(plugs or sockets); the extension at
the bottom of the hoard in Photos
2a and 2b with the wide traces is
really a plug that mates with a cor-
responding socket on the main
hoard, or motherboard of a com-
puter,

CPU, CLOCK, AN MEMORY:
RAM AND ROM

A computer consists of a number of

functional blocks, each consisting
of one or more chips, connected by
busses. The master block that
directs the movement of informa-
tion is the CPU. This single large
chip is divided internally into sev-
eral sub-units: registers that hold
data bytes that are being used in
the current operation, and a pro-
gram counter that keeps track of the
individual steps in a job., Some
CPUs also contain the clock for the
system: its functlion is to supply a
continuous stream of alternating
0’s and 1's to all parts of the compu-
ter at a constant rate or frequency.
This rate varies with the kind of
CCPU; it lies between | and ten mil-
lion alternations per second (ah-
breviated as 1 to 10 megahertz
{(MHz)). Generally speaking, the
higher the frequency the faster the
computer, although there are other
factors that affect speed. In most
computers the clock is a separate
chip and its rate is determined by a
quartz plate similar to those in dig-
ital watches. The CPU and clock
can he regarded roughly as the
brain and heart, respectively, of the
computer.

It might be more accurate to call
the CPU the forebrain or cerebrum
of the computer. The rest of the
brain consists of the memory,
which helds not only data but also
the program, or set of instruetions
to the CPU for manipulating the
data,

Memory is divided into two classes.
One kind of memory chip is so

designed that the CPU can both
read the states of its bits, and also
change those states, or write to the
chip. Although the logical name for
this kind of memory would be
read-write memory, custom has
decreed that it be called random-
access memory {(RAM), This
meansthat the CPU canread from,
or write to, any desired location in
the memory without having to
search or scanitfromthe beginning,

The other class of memory chip is
onethat the CPU can read from but
cannot alter. This time logic pre-
vails and it is called read-only
memory (ROM). It is needed he-
cause, unless some instructions are
available to the CPU when the
computer is first turned on, it will
just sit there forever and do
nothing, So those things that the
computer will do routinely when-
everitis used are programmed into
ROM by the manufacturer. When
the CPU “wukes up” it executes
instructions contains in a ROM
chip that prepare it to do what the
user wants,

It should he noted that ROM is also
random-access; 4 user’'s program
can tell the CPU to get its next
order from any location in ROM as
well as RAM. This can save a user
who does his own programming a
lot of time.

That's all for now. In the next
mstallment we will see how the
component parts fit together into
an organized whole, how data
entered at the keyboard are con-
verted into hytes that the computer
can chew, and as much more as we
can find room for. =
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by Chris Aspin, VII/2. p. 60.

Shire Album 43, Spinning and Spin-
ning Wheels by Eliza Leagbeater,
VIIi2, p. 61.

Shire Album 88, Ayrshire and Other
whitework by Margaret Swain,
VII/2, p. B1.

Soumak Workbook by Jean Wilson,

ViI/3, p. 50.

Spinning for Softness and Speed by

Faula Simmons, VII/2, p. 60
Spider's Games. A Book for Beginner
Weavers by Phylis Morrison, VII/2,
p. B0
Summer and Winter and Beyond by
Clotilde Barrett, VI1/3, p. 51.
Synthetic Dyes for Natural Fibers by
Linda Knutson, VII/2, p. 58,
Tassefs by Daris Hoover and Nancy
Weich, VII/1, p. B4
The Techniques of Tablet Weaving by
Peter Collingwood. VII/3, p. 48,
Textile Art of the Andes-Catalogue of
Amano Coflection, Selected by Yoshi
taro Amano. Edited by Yukihiro
Tsunoyama. Vil/2, p. 59.
The Treasure Chest of Swedish
Weaving by Ingerlise Skjoldebrand,
VIIi4, p. 48
Universal Stitches for Weaving. Embroi
dery And Other Fiber Arts by Nancy
Arthur Hoskins, VII/Z, p. 57.
The Weavers Draft Book and Clothiers
Assistant by John Hargrove. VI/1,
p. 63.
Weaving a Tapestry by Laya Brostoff,
VI3, p. B0
BOUTONNE. WARP. VII/2, pp. 64-65
BRAID
Plain Weave/Twill, VII/1, pp. 56-58.
BRAIDED STRAP
Mochila {bag}. VII/1. p. 56.
BROADCLOTH & DOESKIN, wiI/2,
pp. 38-39. .
CARDWOVEN
Selvedge, VII/1, pp. 48-52.
CHRISTMAS CARDS, VII/2, pp. 54-55.
CHUFFA (wedding), VIi/4, pp. 50-51.
COMPUTER
Desigming Rep Weaves. VII/4, p. 24
Generation 1l, VII/4, p. 55
Introduction to Computers for Weavers,
VIl/4, pp. 25-31.
Linbogarn Shirt, VII/1, pp. 53-55.
Weavcat | on the Apple, VIL/2, p. 68.
Weaver 1), ¥VI1/1, p. 68.
Weft Writer, VII/3, p. 67.
COVERLETS
Qvershot S & W, VII/1, p. &
CRACHKLE, VIl/4, p. 50-51.
CROCHET
Technique for finishing Handwovens,
VI3, pp. 18-21.
DESIGN:
Computer/Linbogarn Shirt, Vi1
pp 53-55.
Designing Rep Weaves w/aid of
Computer, VI, 4, p. 24,
Interview w/Jack Lenor Larsen, VI1/1,

pp. 10-17.

Ken Weaver on Rep Weaving. VII/4,
pp. 20-21.

Perspective on Rug Design, VII/2,
pp. 66-67.

DISTAFF. VII/2, pp. 10-11.



DOUBLE TWO TIE TWILL & BASKET-
WEAVE. VII/3, pp. 38-43.
DOUBLEWEAVE
Apron, linen, VII/2, p. 27.
Four shaft, VII/4, pp. 61-63.
Mailbag w/name tags. VIl/1, pp. 34-35.
Potholders. tubular, V112, p. 28,
Pickup w/Diagonal Lines, V174,
op. 61-63
Stitched double cloth Matelasse, VII/1,
p.37.
Weaving a city skyline. VII/1, pp. 30-31
DRAFTING
Blocks & Profiles. VII/2, pp. 33-36.
Matelasse, VII/1, pp. 43-45.
DUKAGANG
4 shaft enlarged technigues, VI1/4,
pp. F0-71.
DYEING
Chemical dyveing of linen, V11/2.
pp. 23-26.
FASHION TRENDS
VIIL2, pp. 2617, VILIA3, pp. 16-17. V114,
pe. 40-41.
FASHIONABLE INTERIORS
VA, pp. 18-19.
FELTING
Woven Felted Boots, VII/1. p. 28
FLAX
VL2, pp. 1215,
Fine spinning. ¥II/2, pp. 20-22.
Processing, VII/2, pp. 5-9.
GARMENTS
Biouse. basketweave, VII/3, pp. 32-33.
Boots, Woven felted. VII/1, p. 28
Cape, Twill, VII:3, pp. 1213,
Coat for Handwoven Yardage, VII/3,
pp. B-7.
Cotton Jacket, VING, p. 68.
Cylaine Designs, VIi/3, pp. 8-10.
Cress. Woolen, VIIY3, p. 3.
Finishing Technigues
Crochet, VII/3, pp. 18-20.
Fur Trim. ¥I11/3. p. 44.
Inkle Bands, VYII/3, pp. 35-36.
Garment w/twill design on basket-
weave, VI3, pp. 40-41,
Jacket, reversible matelasse, VII/1,
pp. 40-41.
Linbogarn Shirt. V1171, pp. 53-55
Macedonian Shirt, VIi-2, pp. 50-51.
Rag Weaving, VII/3, pp. 64-65.
Shawl, VI3, p. 69.
Silk Skirt & Top, woven & knitted, VI1/3,
pp. 74-75,
Skirt, Child’s, Vi1:3. p. 63.
Sweaters, converting knit pattern to
woven, VII/3 pp. 14-15.
Sweater blouse. double two-tie twill,

VI3, pp. 42-43.
Textures Weave, An Alternative, V1143,
pp. 58-61,
Tunic. Short wisleeves. VI3, p. 63
Vest & Matching Skirt, VII/3, p. 21-22.
Vest, Sleeveless, VII/3, p. 63.
Vest. Stitched double cloth, Vils1. p. 38.

HAND, BARBARA

Cne Weaver's Approach, Vil/4,
pp. 32-38.

KNITTING

Converting knitting patterns to weaving
VII/3, pp. 14-15.

Skirt & top—Silk woven & knitted v11/3,
pp. 74-75.

LARSEN, JACK LENOR

Interview on Design. VII/1, pp. 10-17.

LENGQ

Pick-up Linen leno, VII/Z, pp. 31-32.

LONG HEDDLE TECHNIQUES

5 block double weave, VII/3, pp. 45-47.

LINEN
Brief History, VII:2, p. 46.
Chemical Dyeing, VII/2 pp. 23-26.
Doubleweave. apron, VII/2, p 27,
Facts, VII/2 pp. 47-49.
Towels, Wil2, p. 30, V1114, p. 77.
Weaving of, VII/2, pp. 18-19.
MACEDONIAN SHIRT
VS22, pp. 50-51.
MAILBAG
Doublewoven wsname tags. VII/1,
Pp. 34-35.
MATELASSE
Drafting. VII/1, p. 43-45
Jacket, Reversible, VII/1, p 41,
Pickup. VII/1. p. 40.
Placemat, V151, p. 37,
Stitched double cleth, VI, p. 37,
VA pp 43-45.
MOCHILA BAG
VI, p. 58,
NEOLITHIC FINISH
linen cloth, WII/2, p. 2
OVERSHOT
Coverlet, S & W. VIii1. p. 9.
Pillow, V111, pp. 32-33.
Whig Rose Study, V12, pp. 40-44
vi/3, pp 23-31.

PERIODICALS. FOREIGN

The Australian Hand Weaver and
Spinner Quarterly/New So. Wates,
VI3 p. b2

Deutsches Textilforum, Quarterly/
Hannover. W, Germany,
VIli2, p. B2

Fiber Forum by Australian Forum for
Textile Arts. Queensland. Australia
VI/2, p. 61,

Goed Handwerk, Al Den Haag. Holland.
5 timesSyr. VII/1, p. 66,

Haandarbejdets Fremme by The Danish
Handcraft Guild. English Text. VI/1,
p. 66

Heimatwerk {Cottage Industy) Quarter-
ly, Zurich Switzerland. V}H/1, p. 66.

Hemsiojden by Svenska H. Riksforbund.

Sweden. 6 times/yr. w/English
summary, VIl 1, p 66

Kotiteollisuus, Helsinki. Finland. &
times:/yr, Vil/1, p. 66.

Kunst & Handwerk {Arts & Crafis)
Dusseldorf, W. Germany. Monthly,
VI, p. B4,

Landsforeningen Stoftrykken & Vaever

Lauget. Copenhagen. Denmark, VII/1,

p. 66,

L Atelier Des Metiars D'Art, Parig,
France 10 issues/yr. VII/2. p. 2.

La Navette {The Shuttie), Quarterty,
France VI1/2 p. 62.

Ontario Crafts and Graft News, Quar-
terly, ¥11/2, p. 81

Textile/Art, Quarterly, Colombes.
France, Wil/2, p. 62.

Textile History, Pasold Research Fund.
Avon, England. V172, p. 61

Textiles Para El Hogar. bi-monlhly,
Barcelona, Span. VIIF1, p. 67.

Textilkunst {Textle Art). Quarterly,
Hanover, West Germany. VII/1, p. 86

VAV Magasinet (The Weaving Maga-

zing) Quarterly, Kristianstad, Sweden,

VIIi3, p. 52,
The Weavers Journal. Quarterly,
London, Great Britain. V1143, p. 52.
The Web. Quarterly. Greymouth, New
Zealand, VN/2 p. B1.
Webe Mit (Weave With). Quarterly. Fed,
Republic of Germany, VI3, p. 66.

PILLOWS

Furry, VIIF2, p. 56.
Overshot. VII/1. pp. 32-33,
Point twill, ¥11/4, pp. 73-75,

PLAIN WEAVE

Upholstery, VII/1, pp. 22-23.
Woven Felted Boots, VIii1. p 2B

PLAITED TWILLS

Upholstery. VII/4. p. 76.
Linen Towels, VII/4 p. 77.

POINT TWILL

Owershot draft, VII/1, pp. 32-34.
Table Tapestries, VIi/4. pp. 73-75.

POT HOLDERS

Tubular double weave. V12, p. 28,

PRODUCT REVIEWS:

Brushing Service
lhana, Vil:4, p. 53
Computer
Generation |l Compu-Dobby system
VIli4 p. 55,
Pattern Master 1, VII/2. p. 3.
Weaver [l VII/1. p. 68,
wWeft Writer, VI1i/3. p. 67.
Looms
Glimakra Tapestry Looms, VII/4,
p. 52.
Spinning Equipment and Wheels
Drum Carder Needle
Traditional Fiber Tools. VII/4, p. 54.
Louet, VIIs4 p. 53
Niddy Noddy
Woodchuck Products. VIIF4, p. 54
Paula’'s Picker. V74 p. 53.
Yarn Blocker Kit
Traditronal Fiber Tools, V1is4,
D. 54,
Weaving Equipment
Pick-up Sticks
Woodchuck Products, VIi‘4, p. 54,
Spindle conesspool holder
Woodchuck Producls. VII:4, p. 54
Squirrel Cage Swift
Tradrional Fiber Tools, VII/4, p. 54
Tapestry Bobbins
Woodchuck Products. VILi4, p. 54
Yarn Blocker Kit
Traditional Fiber Tools, VII/4, p. 54,

Yarns

Handspun—Beka. V1174 p. 54.
Linen—Frederick J. Fawcett, Vil/d,
0. 54.
Rana—Scantex. VIi:4. p. 54.
Wool—Brown Sheep Co., VII/4. p. 54
Various—Grandor Industries. VII/4. p.
54.

PROULX, BIBIANE APRIL

Rep Weave. VII/4, p. 10-13.

PUPPETS, VIIs2, p. 72-73.
QUILTED FABRICS
Loom Controlled. VII/1, p. 39
RAG WEAVING
Garments, VII/3, p. 64-55.
REP WEAVES
Designing with a computer, VII/4, p. 24.
Rep Floor Coverning, ¥il/4, p. 15.
Rep-4 block. V14, pp. 17-19.
R1B WEAVE
Wwarp faced table runner, VII/4, p, 14
RUGS
Double Warp Qverlay, Vil/4, p. 34-38.
Perspective on Rug Design, VH/2.
Pp. 66-67.
Quick. Thick Rug. VI1:4, p. 43-44.
Rep-4-shaft/two block/warp faced V14,
p. 15,
Rep. 4 block. VII/4, pp. 17-19.
The Result of Weaving Rugs. V!4,
p. 39,
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SCARF

Neck 4-shaft twill, ¥II/1. p. 29
SELVEDGE

Cardwoven, VII/1. p. 48-52.
SHAWLS

Plaic twill, VI1/3, p. B9,
Triangular, Handknitted Handspun,
VIS, @11,
SILK
Woven & knitted skirt & top, VI3,
p. 74-75.
SPINNING
Fine Flax, VII/2, pp. 20-22.
Handspun. Handknitted Shawl, V11/3,
p. 11
SUMMER & WINTER
Color in Summer & Winter, V174,
pp. 64-66.

Thick, quick rug, VIi:4, pp. 43-44.
TABLERUNNER

4 block rep, VII/4, p. 17,

Linegn w/Atwater Bronson Lace, VI1/2,

p. 37,

Warp faced, VIl/4, p 14
TABLE TAPESTRIES. VII/4. pp. 73-75
TAPESTRY

Carry bag. VII:3. p. 37
TECHNIQUES

Enjoy Threading Your Loom, VIl/4,

pp. BE-B7.

Combine Techaigues. VII/4, pp. 18-20.
TEXTILE CRAFTSPEQPLE PROFILES
AND INTERVIEWS.

Ammann. Anneliese, VII/3, pp 70-71.

Bohannan. Ronnine, VII4. p. 24,

Brooke, Anne, VIl/4, p. 39

Fannin, Allen, VIIF1, pp. 26-27.

Hand. Barbara, VIl/4 pp. 32-38.

Larsen, Jack Lenor. VIS, pp. 10-17.,

TOWELS
Linen. VII:2. p 30 VI p. 77,
TRIM
Crochet, V1153, p. 18-20.
Fur, ¥I1:3, p 44,
Inkle Bands, VI1/3, p. 35-36.
Monks Belt. VI3 p 63,
TWILL
Broken Twill, VIIS3, p. 69.
Christmas Cards, VII/2, pp. 54-55.
Paoint Twill, VI1:3, p 69,
4 shaft scarf. V171, p. 29.
8 shaft enlarged. ¥1i/4. p 70.
Double Two-tie Twill & Basket Weave,
VI3, pp. 38-43.
UPHOCLSTERY
VI, pp. 22-23. pp. 24-25.
Vili4 p. 76
WAFFLE WEAVE
12 shaft enlarged techniques, Vil/4,
pp. 68-69
WEAVES (See also under name of weave}
Atwater Bronson Lace, WII2, p. 37.
Backstrap, V111, p. 80, VII/3, pp 53-57.
Basketweave, VI3, pp. 40-41.
Braided Strap, VII/1, p. 56.
Block
5 block double weave. VI3,
pp. 53-57.

Two or More, VII/4. p. 17-19; p. 15,
Complementary Warp, VII/3. pp. 53-57.
Crackle, VII/4, pp. 50-51.

Double Two-lie twills & basket weave

VIIS3, pp. 38-43.

Douhile Weave

4 zhaft, WIl/4, pp. 56-80.

Pickup, vIl/4, pp. B1-683.
Dukagang, VII/4, pp 70-71.

Lenc, V1172, p. 31,

M's & O's, VIIFZ p. 29

Monks Belt, VI3, p. B3

Cvershot, VI, p. 9; pp. 32-33, VIIK2,
pp. 40-44 VI3, pp. 23-31, Vil/4, p. 81,

Rep, VIl/4, pp. 10-13, p. 15, pp. 17-19.

Riky, VIiFd, p. 14

Summer & Wintar, VII/4, pp. 43-44.

Twill, VIl74, p. 76, p. 77, pp. 73-75, p. 70,

VIlA1, p. 32-34.

Waffle Weave, VII/4, pp. 68-69.
WEAVING OF LINEN, V1172, pp. 18-19.
WHIG ROSE STUDY

V1142, pp. 40-44, VI3, pp. 23-31.
WIREWEAVING

Interface. Wil:1, p. 20 .

ERRATA
The Weaver's Journaf Vol VIl 44 issue 28, pp
18 and 19,
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NEW JUST OFF THE PRESS

DOUBLE TWO-TIE UNIT WEAVES by Clotilde Barrett and Eunice Smith.

Double two-tie unit threading drafts give the 8-shaft weaver the best opportunity to
experiment with a vast number of exciting weave structures without rethreading the loom.
There are hundreds of variations of this threading system that can be woven. This book will
help you to discover them all, The design theory is explained in a clear and comprehensive
way. Each step is illustrated with complete drafts and samples. There are close to 100
photos of weave structures and projects, in color and black/white.

PLEASE MAKE CHECKS OR MONEY ORDERSIN U.5. FUNDS $1350 Colorado residents add 34% tax.
WEAVER'S JOURNAL PUBLICATIONS, P.O.BOX 2049, BOULDER, CO 80306 U.S.A,
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BOOK REVIEWS

by Clotilde Barrett

JAPANESE STENCIL DYEING—PASTE
RESIST TECHNIQUES by Eisha Nakano with
Barbara B. Stephan - 1982 Published by
John Weatherhill, In¢c. of New York and
Tokya. 7%" x 10" format, hardcover, 143 pp.,
$522.50 ISBN ( 8348 0163 8.

To guote from the preface of the book itself:
"The aim of this book is to take the mystery
out of an exciting dye method (ed.: Japanese
stencil dyeing. known as katazoms) that
might otherwise seem overly complex or
intimidating. Emphasis is on the concrete
details of the resist process: every step, from
the cutting of the stercil and the preparation
of the resist paste to the final rinsing of the
completed fabric, is spelled out as clearly as
possible in the text and accompanying
illustrations.”

The authors achieve their goal splendidly. On
the cne hand the book deals with Japanese
tfradition: the toacls, materials and designs
used by traditional dyers: on the other hand
the entire process is revealed to the westerner
who has to start from scratch and who is given
a wide range of choices from the traditional
Japanese implements to their commonly
found substitutes. {An international list of
suppliers is given in the index.}

The text is pleasant to read. edsy to under-
stand and logical in the structure of the infor-
mation it provides. The authors literally teach
the entire process from start to finish and also
include some related techniques for applying
resist paste by squeezing it from a paper cone
and the use of color paste. The lechnique of
katazome lends itself not only to cotton,
fabric from bast fiber, and silk. but aiso to
paper.

The book is beautifully ilfustrated and has 20
color plates.

A well conceived volume such as this one will
be extensively used and appreciated by all
artists involved in surface decoration but will
also be a welcome addition to the library of alt
those who love textiles, especially those who
are sensitive to the beauty of Japanese tradi-
tional crafts.

LINEN HEIRLOOMS by Constance D. N, Gai-
lagher © 1968. Published by the Charles T.
Branford Co., P.O. Box 41, Newton Center,
MA 02159, 8" x 11" format, hardcover, 108 pp.
$13.95.

Ihad thought for some time that this book was
out of print but a monograph recently pub-
lished on the same subject by the Boston
Guild (review in The Weaver's Journal, Spring
'B3) led me to tnguire of the publisher. | found
out that the book 1s still available. It is worth
reviewing 15 years after its date of publication
because | feel that there s a new awareness of
fine woven cloth, of the use of linen and of
weaving heirlooms to be appreciated by gen-
grations to come. Thereis a revived interest in
old linens and woolens.

Sixty-two linen heirlooms dating from 1806 1o
1864 have been analyzed by the author, All

the historical information has been noted and
the fabric has been analyzed in detail. The
patterns include twills, spgt Bronson, M's and
O’s and huck, The complete drafts are given,
as well as enough information to reproduce
the heirlooms if one wishes to.

Most of the linen herrlooms described are
now in the collection of the Smithsonian
Institution.

The book contains some interesting informa-
tion on early American handweaving. on the
18th Century handloom and on the care of
fine hinen cloth.

THE CUSTOM TOUCH, Creative Sewing
Techniques by Mary J. Wealington, - 1981,
Gem Publications. P.QO. Box 2499, Melbourne,
FL 32801, 8" x 11" format, 212 pp, paper-
back. $14.95 ISBN D-2941832-00-7.

Another book on making patterns with the
"flat pattern method”? Yes. and it is very
worthwhile for a weaver who likes to make
garments to take a look at this volume. With
this book the home sewer is no longer
dependent on commercial patterns which are
expensive, donot always fitand don'tcomein
all styles. The instructions call for making
your own basic pattern first. Thisis explained
step by step in a simple straightforward way,
geinginto all the necessary details thatinsure
apleasing and comfortable fit. With this basic
pattern in hand the home sewer can become
an instant dress designer

The first chapter is about darts and teaches
how to change the dart control from one posi-
tion to another in order to create different
designs. The author explains the potentials of
gathers, pleats and tucks in order to enhance
the feminine look or for special design effects.

The basic pattern may be altered to include
the use of yokes, and can be adapted to many
styles of collars and sleeves and to all types of
dress, blouse, jacket, skirt and more.

Putting the pattern and the design of the gar-
ment under the contral of the home sewer is
particularly useful for the handweaver who
must be able to choose the placement of
darts, seams, pockets, fullness in order to
show the handwoven fabric to its greatest
advantage. This book will also help the
weaver to figure out yardage exactly and to
weave fabric in a width that has the most
advantages.

The book includes many sewing tips such as
making facings that fit, how to attach different
types of collars, how to make points, curves,
piping and much more.

The book is thorough and gets the reader all
excited about well-fitting clothes and creative
designs. Unfortunately the male sex is almost
ignored Maybe the author will some day pub-
lish a sequel which concentrates on pattern
making for men. With this book. weavers who
design women's fashions are sure to become
more versatile and will be able to make pat-
terns which reflect their imagination and
creativity.

OVEASHOT WEAVING By Ellen Lewis
Saltzman - 1983, Van WNostrand Reinhold
Co. inc., 135 West 50th St.. New York, NY
10020. 6'%" x 9% format, 130 pp. cloth edition
$17.50. ISBN 0 442 21371 9.

A lot has been written on overshot and most
weavers have at least woven one project on an
overshot draft. Yet it seems that there are
always questions to which answers are diffi-
cultto find. Unfortunately this book does not
satisfy all the needs the overshot weaver
might have and cannot be called a "classic”
on the subject,

The best chapter of this baok is the one deal-
ing with the individual motifs that are
repeated and/or combined to make an over-
shot pattern. The various motifs discussed
are: cross/diamond, table, star, radiating mo-
tifs, leaf, wheel and straight line. There are
suggestions for weaving a sampler in which
all these motifs are threaded side by side and
then woven as the blocks are drawn in. This
familiarizes the weaver with the design poten-
tiats of overshot and encourages him to
create his own designs. The beginning
weaver may appreciate the easy steps by
which overshot is derived from twill and find
this derivation and the principles of weaving
overshotasthe bfocks are "drawn in” easier to
understand than in some other texts.

Other than that. it is hard for me to find much
ground to discuss the merit of this book. The
concept of plain weave, twills arrangements
of the blocks, and "weaving as drawn in” are
explained superficially and include quite a
few misconceptions. The various tread-
lings involving the twill pattern shots with or
without tabby binders have not been devel-
oped. There is no special study of the various
weave structures that can be woven on an
overshot threading. only Honeycamb s
rmentioned.

There are some good ideas in the planning of
this book but the content seems to have had
no time to mature.

HANDBOOK OF TIME SAVING TABLES
FOR WEAVERS SPINNERS AND DYERS by
Bettie G. Roth and Chris Schulz © 1983. Self
published, P.O. Box 951 Elk Grove, CA 95624,
SY% x 842" format, paperback, 41 pp., $5.00.

The authors call this booklet "a weaver's best
friend" and claim “once you have used this
handbook you will wonger how you got along
without it.” This may very well be true. Mt is a
coliection of charts (yarn counts. setts, atg.,
conversion tables. yardage, knitting needies,
crochet hooks, metric, etc.), worksheets for
warp calculation, classifications, and more. In
short, it is a quick reference guide for ques-
tions that always pop up when spinning, dye-
ing, weaving and sewing.

I will probably keep my copy very handy,
close to my worktable, because | know | wili
use it. A boaoklet like this one has been needed
for along time.

WwJ SUMMER 1983 51



BACKSTRAP WEAVING by Barbara Taber and
Marilyn Anderson 1975, Watson-Gupti
Publications, 77 x 10" format. 160 pp.. hard-
cover, $14.95, ISBN 0 8230 0422 8.

GUATEMALAN TEXTILES TODAY by Manlyn
Anderson 1978, Watson-Guplll Publica-
tions. &' x 117 format. 200 pp.. hardcover.
$24 50 ISBN 0823021520

Although these two books have a very differ-
ent title and content they really do comple-
ment each other in some ways and they do
share an author. “Backstrap Weaving” 15 a
technical book at a rather elementary level.
Anyone interested in the technique will find
here a set of clear. step-by-step instructions
on how to build, set up and weave on a back-
strap loom. The illustrations are good black/
white photographs and a few line drawings.
Marilyn Anderson, the photographer and
author/photographer of the secand book has
specialized in Guatemalan textiles. No
wonder that the pattern weaves taught on the
backstrap loom are biased toward Guatema-
lan techniques. This book is highly recom-
mended for beginners and no previous
knowledge of weaving is needed to get
started and produce an assortment of useful
and decorative woven projects.

In the preface of the second book. Maribyn
Anderson makes a rather humble statement.
"I do not intend to present an exhaustive or
comprehensive study of Guatemalan weay-
ing. but ldo hope to convey a picture of repre-
sentative weaving technigques and fabric
structures, as well as to share my personal
experience observing weaving”. The author
certainly accomplishes that most success-
fully and much more. “Guatemalan Textiles
Today” can be enjoyed at many different lev-
els. Weavers who have just learned about
backstrap weaving and are ready for more
elaborate Guatemalan patterning will appre-
ciate the wealth of backstrap lechnigues de-
scribed here. However, this book will be read
and enjoyed just as much by textile collectors
who want to learn more about the colorful
weaving and embroidery traditions that are
still being practiced in Guatemala today.

The book 1s rich in photography {(unfortu-
nately most in blackswhite) of craftspeople at
work. of typical examples of weaving and of a
variety of tools from simple spindles to com-
plex Jacquard looms

The first chapter gives a great deal of cultural
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This new Loom embodies all of the fea-
tures experienced weavers asked for; 4-
harnesses with 107 weaving width. big
open shed and lots of room from beater to
breast beam.

It folds, is easy 1o take with you. Openitis
14 x 25 x 18" high. folded just 87 high.
Weighs 181bs. Other features are: Swedish
string heddles. cast bronze ratchels, har-
nesses easity removable. Simple lever
- action. Easy to assemble. Made of white
pine and birch, unfimshed Excellent for
school instruction use.
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background and provides a better under-
standing of the people and their work. Chap-
ter Il deals with the essentials of weawving:
fiber, spinming. dyeing and looms. Chapter 1|
is the most comprehenswve and explains the
patterning techniques for a large variety of
clath woven on backstrap looms. The book
deals also with treadle lcoms and embroidery
technigques.

The purpose of the author of showing how
Guatemalan woven pieces come about. is
most successfully accomplished. Thisbook is
bound to increase the understanding and
appreciation of Guatemalan textiles by all
who read it.

IN CELEBRATION OF THE CURIOUS
MIND—A FESTSCHRIFT TO HONOR ANNE
BLINKS ON HER 80TH BIRTHDAY ediled by
Nora Rogers and Martha Stanley - 1983
Pubhshed by Interweave Press. Inc.. 306 N.
Washington Ave.. Loveland, CO 805637, 8% x
11" format. 120 pp. paperback. 312,50 ISBNG
934026 11 4.

Anne Blinks is a weaver and textile scholar
who. through the great generosity of sharing.
has made an impact on the hie and career of
many people, especially those in the textile
field. It is a wonderful tribute to have compiled
"papers” from a dozen of her fnends and
admirers and put these in book form. The
mood for the celebration is set by an exguisite
color photo of Anne Blinks. Even for those
who have not met her. Anne becomes a dear
friend.

The contributed papers vary widely. from a
very ingquisitive analysis of a pair of archaeleg-
ical loomsfrom Peru. a posthumous article by
Jumus Bird to a warmhearted and humaorous
story by Anne Blinks herself on how she finds
names for the special sheep of her flock.

Other contributors are Nora Rogers with a
scholarly article on rush mats that incorpo-
rate both twining and weaving: 8 very per-
sonal article by Mary Frame aboul aninterest-
ing family of knitters that she encountered in
Peru. Infact. Peru seems ta be a favorite lopic.
Ed. M. Franguemont has an article on pebble
weaving in Peru and Mary Elizabeth King on
sprang done in Peru.

Pat Hickman shares her research an a very
ornamental Turkish needle lace while May
Dusenbury presents a well-iflustrated survey
and good technical information on the Japa-
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Sampler - Workshop Loom
Designed for the serious weaver

Guild Members We have special quantity
prices for members of established Guilds.
Investigate Havea Samplerinyour studio
— it is the mark of the true accomplished
weaver.

Sand self addressed, stampediong anvelopa
for catalog sheet and Gulld prices. Do it today.

Sievers
Washinglon Jsland, Wi 54246
e

Walnut 51.

]

T m,._._-\___._d_ i ,,--_.:,-a-..p\,_rf

nese braids which are done own round or
suare stands.

Martha Stanley studies the Bedouin Saha
weave and applies 1t to her own rug designs.
Virginia Isham Harvey writes about porcupine
quill embroidery and shows how to substitute
ribbons for quills to create fascinating surface
ornamentation on textiles.

Jeanne Missin has an article on breeding
sheep for colored woaol.

Each one of the articles in this book is aclear.
well written and illustrated essay on a specific
subject bul the ultimate value of the book Hes
in the recognition that among us there is one
weaver who continually discovers beauty in
fiber and shares it with all.

THEBOOK QF KNOTS AND ROPEWORK by
Eric C. Fry = 1977,1978, 1981 First American
edition published by Crown Publishers. Inc.
1 Park Avenue. New Yark. NY 10016 77 x 8%
format, paperback. 176 pp.. $4.95. ISBNOS17
54886 0 {Also avaiiable in ¢cloth for $10.95}

It has been some years since | last reviewed a
book on knots, | therefore especially wel-
comed the volume

The book has no page numbers. Instead. each
knot 15 numbered and the explanatory text
and photographs are side by side. occupying
one, two or more pages depending on the
complexity of the project. The table of con-
tents hsts each project with its number: First
the knaots from the simple overhand knot to
the monkey's fist: then rope splices, decgora-
tive knots and wire splices. Part 1} of the book
deals with more complex decorative knots.
plaits. sennits and the large knots which are
used for mats

The instructions are easy to follow and each
step is illustrated through clear photographs
The special layout of the book by which all the
information on a particular knot is visible at
once without having to turn pages 15 espe-
cially appreciated.

Some of the more common knots are also
described in other books. However. many of
the knots. sennits and mats seemed new and
exciting to me as tor instance. the “thrum
sennit” which is a fringe made from thrums.

Take a second look at the price. This books
definitely a bargamn




CHINESE KNOTTING by Lydia Chenand the
editors of Echo Books. Published by Echo
Puhtishing Co, Ltd., and distributed in the
U.S by Charles E. Tuttle Co., tnc.. Rutlang,
VT 05701, 8" x 11" format. hardcover,
$19.95 ISBN 0 8048 1389 2.

Traditional Chinese knotting produces highly
decorative textiles that can be used as bady
ernaments, embellishments for ciothing and
household goods. Orthey can be done for the
sheer fun of creating figures {geometnc and
animal} with cording and string.

Inthis book this old Chinese folk art has been
revived through beautiful examples and
through step by step instructions on how to
master the skills.

First there is a chapler on the ongin and his-
tory of Chinese knothng. It points out the
important role that textiles play in ancient civ-
ilizations, The knots are related to record
keeping. to script, to rituals and beliefs. Knots
were part of the Chinese wardrobe and therr
household objects.

The other chapters are instructions for learn-
ing the skill of Chinese knotting and develop-
ing it. The presentation and the illustrations
are not equalled in beauty, quality and care in
any other textile instruction hook | know of.
The photas are mostlyin color and are exqui-
site. They show finished knotted projects as
wearable art or as decorations for bags,
chimes. flutes. pillows and more The system
of fine drawings used to show the steps of
making the knot are extremely clear.

The entire book is well organized. There are
gleven basic knots which have to be mastered
first, then there are fourteen compound knots
which teach the skill of combining knots.
Finally the reader learns to make forty-one
beautiful projects in Chinese knotting.

With this book. Chinese knotting 1s sure to
become a popular craft in the Western
Hemisphere.

COVERED THINGS by Judith Haroutunian

1981, Published by Fabricraft, P.Q. Box
962, Cardiif by the Sea. CA 92007 8% " x 11"
format, paperbound. 52 pp Price not known.

If any cne is looking for little projects or gift
items that can be made with small pieces of
woven cloth. this book may prowvide answers,
In here one finds detailed descriptions for
covering a loose-leaf notebook,. an address

book. a photo album. It aise shows how to
make a notepad cover, a stationery holder, a
checkbook cover and a box. The basic pro-
jects can be fancied up by means of appligue
and padding. This project book does not men-
tion "handwoven cloth” yet the detailed des-
cription, good illustrations and ¢iear photos
wili give the handweaver a wealth of ideas for
using up interesting fabric. or even designing
cloth with covering things in mind.

THE HANDWEAVER'S PATTERN BOOK by
lona Plath © 1964, 1972, 1981, lona Plath.
This editicn 1s pubiished by Dover Publica-
tions, Inc.. 180 Varick St, New York, NY
10014. 8" x 11" format. 127 pp., paperback.
$4.95. 15BN 0 486 24166 1.

This ts a project book showing how to weave
various types of cloth that have proven suc-
cessful for projects related to interior design
and fashion

The first chapter is similar to so many first
chapters of weaving books and deals with
warp and weft caiculations. how to make a
warp, how to dress a loom. how to tie up
treadles, etc Altheugh such a chapter is not
necessary in a book that is basicatly a recipe
book, lhe text is clear and concise and will be
a very helpful review for weavers with little
experience. The heaming method described
here is my personal favorite.

The projects fall under several categories:
uphelstery, pillows, decorative fabnics, gur-
tains. rugs. placemats. fashionfabrics, stoles.
Each categery of goods 15 introduced with
very useful information such as: standard size
of a placemat. finishing of the woven cloth,
advice on the width of the fabric, the chaoice of
calors, yarns, eto.

The instructions to weave the cloth are easy
tofoliow and are given for rising sheds in spite
of the X's symbol used far the tie-up.

No brand names of yarns are given. For cot-
ton the size is indicated; it can be converted
into yds. /1. through a chart. Other yarns are
usually given by their yds./lb. measure. The
“fancies” are illustrated with a photograph
and the yds./lb. are given.

The book facks color but at a retail price of
$4.95 one does not wonder why.

Over the years this book has been a favorite
for some weavers and was missed when out of
print.

THE WHOLE CRAFT OF SPINNING —FROM
RAW MATERIALS TO THE FINISHED YARN
by Carol Krolt < 1981 Carol Kroll. Dover Pub-
lications, Inc., 180 Varick St., New York, NY
10014 82" x 117 format, 50 pp. $2.50 ISBN O
486 23968 3.

This is an excellent publication to introduce
people to spinning. The entire approach is a
practical ene and guides the reader through
all the steps. from the purchase of raw fleece
to the use of homespun yarns. The text is
clear and easy to read. The iliustrations are
very good but, although | would call this book
a well-illustrated one. there are times that an
additional sketch would be very useful. The
fiber most dealt with is wool but there are very
good. aithough concise, chapters on spin-
ning other amimal fibers and piant fibers.

The chapter on obtaming a spinning wheel
deals not only with new wheels but also gives
advice on buying old and antique wheels.

During times when everyone complains how
expensive things are, this book shows how to
enjoy working with fiber on a budget: §2.50
for the book, a few groceries to make a paste
for spindle whor!, a stick. a handful of raw
fleece. a crochet hook. That's all that is
needed for hours of pleasure and a beautiful
warm garment. Spinning is for everyone.

A HANDBOOK OF AMERICAN CREWEL
EMEROIDERY by Murie! L. Baker : 1988,
sixth printing 1882, Pubhshed by Charles E.
Tuttle Co.. Inc., Rutland, VT 05701. 6" x 9"
format, hardcover, 87 pp.. $10.95. ISBN 08048
0230 0.

This is a well-illustrated book pointing out the
characteristics of Amernican crewel: simplicity
of stitching techniques and a unigue interpre-
tation of motifs and patterns The stitches and
the motifs are well explained. Early American
crewel was done on handwoven cloth.

KNITTING & CROCHETING FUN. Distrib-
uted by Charles E. Tuttle Co.. Inc. Rutland, VT
05701. 10" x 7" format, paperbound, 40 pp..
$4.95.

Anyone who has scraps of colorful yarns ieft
from weaving projects and has favorite
youngsters around will be tempted by these
quick and easy little projects: people. dolls,
finger puppets, animals. mushrooms. Most
are delightful gift items. The instructions for
the 20 projects are clear and well illustrated.
u
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TWO BOOKS REVEAL 18th CENTURY MASTER WEAVER'S RECORDS

A protographic replica of Jaiob Angstadt's patters book, X7 caverl et
andl 1ahlecloth dratts. 237 Tie oes far poont twell dratts on B8 12 *6 20,
24,28 and 32 snatts. Campanenn book contains nearly 500 drawdown s from
the arotiledratis and ot twill te-uns Besis adamtable to wmit weapns
on 5 o 1% shafts Propared by Ruth M. Hedroyed with 1linike £ Breok
539 95 per set”

B 107 Hardbonedd set tarading 400 pagus

Fulifished & Distributed by:

Auth N, Holroyd
20 Q1d Farm Circle
Pittsford, NLY. 14534 .S A,

Add $2 00 Postage & Packaging $3.00 overseas) perzet—"NY. State Residents add 7% tax - Dealer inguivies irwted.

WOW AV AN ABLES

Seminar or Workshoap: “'Playing with Prafites™" interchanging unil weave
syslems within multi-harness profiles. Inguire.  Ruth N. Holravd. fastructor

Weave Rugs

EASILY AT HOME

MAKE GOOD
PROFITS!

Fascinating full or spare
time home business YOU
can wedve beautitul, ser
viceable rugs on luw cost
Hloor model loom that cumes
threaded. ready lo weave — including accessories!
lust a few days weaving puays cosl ol luom. For
cumplete cataiog, sample card, and luw prices
un warps and supplies — send 25¢. [ you have
loam, advise make and wedaviag width please.

OR. RUG C0., Dept. 4330, Lima, Ohio 45802
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INSPIRATION —

DOES IT COME BEFORE OR AFTER?
by Shereen LaPlantz

1. “Strawherry Basket” by Mary Leaf, an Akwesane; baskot similar to Penobscot inspiration mentioned.

Both, or at least 've found it works
hath ways for me. My involvement
with basketry began by seeing a
basket (Phato 1% It was a Penobs-
cot basket entirely covered with
surface curls. It made that magical
connectian for me. All of my main
concerns: the sculptural form, its
need 1o be self supporting, and sur-
face textures, were solved by that
one basket, and solved beautifully,
After several gestation years, |
finally started producing baskets,
Baskets that were an exaggerated
memory changed to fit my artistic
needs. By then it was like flood
gates opening. A torrent of baskets,
all covered with suyface curls, came
out of me. The shapes changed and
are still changing. My connectinn
wus with basketry and with the
textural surface. All this time, as |
was makinyg baskets, L kept looking
at other baskets. How was this one
finished? What kind of new curl
54 SUMMER 1983 wJ

was this? Why line a hasket? The
baskets | saw and collected became
my library, my information re-
source. These resource baskets
weren't copied, but when [ was
stuck, when I needed a novel solu-
tion to get me out of a difficult spot,
I could look arvund the room and
remember several possible solu-
tions. It was the same way with the
surface curls. [ didn't want to copy
the Pencbscots (the Penohscots are
an Indian tribe [iving in Maine).
Consequently [ started looking,
really looking, for surface curls. 1
found that mast of the Algonguin-
Iroquois tribes use curls, with
minor variations between them.
Then I found a Philippine basket
using one of the same curls, but
using it very differenily. The scarch
was on. So far ['ve found curls, not
always the same curl, but certainly
a relative, in most of the South
Pacific, some of Southeast Asia

and Peru. After joking for vears
about finding curls on Rumanian
baskets, [ did find them in Austria
and even in Germany as part of a
molded plastic lampshade. The
search continues. 1 expect Lo con-
tinue {inding novel surface curls
throughout my life.

Today that first Penobscot basket
still has an impact on my studio
work. I know that at some point T
should grow onwards, leave my
love affair with surface curls. Often
1 have thovght it was over, that
finally I had found a new form, a
new texture, something that could
captivate and delight me ag much
as curls. But not yet. This week [
am playing with shapes, exploring
possibilities and oot worrying
about the outcome. As | finish each
of the shapes, all I can think is,
“this hasket needs curls, it’s naked
without them (Photos 2 & 3).

Shereon LaPlantz



photos by Shereen La Plantz

2. Plaited basket with curls by Shereen LaPlantz: flat paper fiber spiint.
3. Plaited basket with curts by Shereen LaPlantz: lauhala ftber sphint.
4. A religious shrine from the pagoda studded plains of Pagan, Burme.
5. Mlaited, wrapped and embroidered hasket by Shereen LaPlantz flat and round reed and
raffic.

. Buack view of 55,
7. Plaited and embroidered basket by Shereen LaPlantz: flat paper fiber splint, flat and
round reed and waxed linen.

wJ SUMMER 1983 55



All of this illustrates how some-
thing can be an inspiration before
the creation. It can still happen
afterwards. When the inspiration
happens after the creation, it’s a
case of finally seeing the connec-
tion, the connection you have been
intuitively working with all along.
My pyramid baskets are a good
example. Years ago, while playing
with shapes, I stumbled onto a
pyramid shape for a basket. Not
being ready to continue with that
form, I put it on the shelf for the
future. When [ was finally ready to
make a series of these baskets, they
just happened. There was no design
source, no philesophic source. It
was an attempt to create different
shapes and embellish them. The
“what if”" questions were predomi-
nant in the design decision. But
when the series was finished and 1
looked at the pieces all together, it
was obvious that I was lookingata
collection of step pyramids—
“ruins”. The step pyramids have
alwaysinterested me (Photo4). I've
read a lot about them. When I'm in

a slump, they're one of the image
types | lock at to encourage me to
work again., They had not shown
up in my work before. I don’t think
they would have been as successful
as baskets or objects if I had been
aware of the design source. | think
they would have been contrived,
awkward memories of specific pyra-
mids. Instead, they work as in-
dividual pieces, baskets, and re-
mind everyone of pyramids in
general (Photos 5,6 & 7).

Both types of inspiration rely on
continuously saturating oneself
with stimuli, then working a lot.
Sometimes you can know what is
exciting you and causing the work
to flow and sometimes it's best just
to let the work flow intuitively.
Naturally which ever way you're
working, a litile of the other creeps
in. That’s why the saturation with
stimuli, with imagery is so im-
portant, The saturation gives youa
resource foundation, a well to pull
from when you're out of ideas or
hitting a stumbling block. Satura-

tion with your favorite imagery
gives serendipity a chance to strike
when you're “just playving around.”

EPILOGUE

A Penobscot basket started me into
basketry. It's the Akwesasne Mo-
hawk basketry that I collect most
frequently (it's guite similiar to the
Penobscot basketry). Theirs was
the first Iroquois basket outlet T
found. They have been willing to
sell me “curled” and very unique
baskets. Through the years I've
talked on the phone and written
many letters to my laisons with
the tribe. I feel I know the basket-

.makers. This month (April), I final-

ly get to meet them, my linisons
and the basketmakers. We will
trade basketry workshops and
share tips and tricks. [ could say it
feels like i dream come true, but it
feels like more than that. I'm quite
anxious to see what impact they’ll
have on my work. I know it will be
significant. T feel like [ will be
touching my original source of
inspiration. ]

NEAW FROM RESTORATION ARTS

The PEASANT WHEEL.
cambinations and designs, Beautiful vet in-

in five colar
eapenstve. Available unlinished and vinas-
sembled. fora real hargain Maple and lirch,
hrass hardware. doubde drive band, Send
SASLE Tor color brochure, more information,
and names of deaters nearest you. Dealer

inquirics inviied.

RESTORATION ARTS

POy Box #304- 3 Williaoston, A RS
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Freight Free up to $50
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SPINNING WHELLS
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- catalogy aqeailable, 85 Vi~
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of $30.00 or miore)
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HEDDLE

1602 Roxchester R,
P.O. Box 761-W]
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Knit and crochet
with traditional
hand-crafted tools.
Enjoy the beauty and warmth
of wood using Brittany’s hand-
cratted walnut knitting needles
and crochet hook. Put the
finishing touches on
your weaving, or knit

and crochet your

handspun.

Set includes:

1 pr. 12” no. 5 needles Y
1 pr. 12 no. 10 needles B
1 744" size G crochet hook

plus316hH W y
shippingand § o §
handling, K

$1 495

[hnuis 1esidents please add 545 sahos tax.
Offer expres B0 813 send check or
oy obder 1o

Serendipity Shop
1523 Ellinwood, Dept. W

Des Plaines, 1L 860016
{312) 207-8094

Send $1.50 for our fibre arts
and lace catalog.




THE ART OF IXCHEL:
LEARNING TO WEAVE IN
GUATEMALA AND
RHODE ISLAND

by Margot Schevill

bhotos courtesy of author

It occurred to me when [ was wind-
ing my woal into balls from the
swift in Saunderstown, R.I. that
this was the same process I had fol-
lowed in the home of my teacher, a
Maya Indian, in San Antonio
Aguas Calientes, in the Highlands
of Guatemala. Suddenly I felt asif]
were back there. It was March,
1978, and I was pursuing field work
for my Master of Arts degree from
Brown University, Providence, R.I.
Anthropology had attracted me as
adiscipline to study becausel am a
weaver, but wanted to learn more
about the cultural context of the
beautiful textiles | had seen in my
travels in Mexico and the South-
west of the U.S.

Why had I chosen Guatemala for
my field work? Because backstrap
weaving has persisted for over two
thousand yearsinthe Maya Indian
villages of the Highlands of Gua-
temala. It is an integral part of tra-
dition or costumbre, It dates back
to the Classic Maya Period, AD
300-900, possibly even earlier. In
Maya legend the goddess Ixchel
was said to have invented weaving.
She was also known as the “Rain-
bow Lady,” the goddess of medi-
cine and childbirth. Herimage was
documented in various glyphs
{ Fig. 1} weaving with a backstrap
loom and a weaving needle in her
hand. Ceramic figurines from the
island of Jaina, carved sculptures
called stelge from Copan, (Photo 1)
murals from Bonampak, stamps,
seals, sherds and bas-reliefs of
archaeological origin further doc-
ument backstrap weaving and the
intricate products of the loom.

Chronicles of Spanish conquerers
and post-Conquest writings of tra-
velers also have provided informa-
tion about textiles from Mesoamer-
ica. Hernando Cortes in his letters
to Emperor Charles V noted the
importance of textiles used as gifts;
he received five or six thousand eot-
ton weavings, richly dyed and
embroidered in various ways. He
commented on Montezuma's store
house which contained male and
female costumes, bedspreads and
hangings resembling tapestries.
Feathers and cotton of all colors
were used.

Interest in developing collections
of Guatemalan textiles began
arcund 1890. During archaeologi-
cal field expeditions at the turn of
the century, the ground was laid for

FIGURE 1. Drawing of Jaina
ceramic figure, classic Maya
period.
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2. Backstrap toom, collection of Margaot Scheuvill,

the collection of Indian textiles now
housed at the Lowie Museum in
Berkeley, fer the coilection at the
Victoria and Albert Museum in
[London and for the collection of the
American Museum of Natural His-
tory in New York. Today there are
many private and museum collee-
tions all over the world, and exhibi-
tions are taking place featuring
(juatemalan costumes and related
textiles. One of the recent and most
outstanding exhibitions was orga-
nized by Ann Pollard Rowe, cura-
tor of textiles from the Western
Hemisphere at The Textile Mu-
seum in Washington D.C., for the
Center for Inter-American Rela-
tions in New York City. It traveled
to The Textile Museum and the
Boston Museum of Fine Arts. An
excellent catalogue is available: A
Century of Change in Guatemalan
Textides.*

*Rowe, Ann Pollard, A Century of Change
in CGuatemalon Textifes. 1981 Catadogue:
Center for Inter-American Relations, [is-

tributed by University of Washington Press,
seattle & London.
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3. Huipil; Chamberlain Collection, Museo Ixchel, Guatemala City.

Provience de San Antonio Aguas Calientes, 1940-1950.

Both backstrap and floor or treadle
looms are currently in use in Gua-
temala. Before the Spanish Con-
quest, backstrap was the only loom
in use, and elaborate textiles were
produced on this simple apparatus.
The leom is simple, requiring only
two sticks (a-b) on which te attach

the warp, a strap for the back, and
some rope—hence the name in
Spanish which means stick loom—
telar de palitos. Additional sticks
are needed to create sheds, as is a
smooth piece of wood (¢) carved like
a sword and called the batten
(Fig. 2, Photo 2).
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FIGURE 2 . Telar de palitas or stick loom




In order to weave, one end of the
loom is attached to the rope (g) and
tied to a post or tree, The other end
is attached to the strap (f) that goes
around the weaver’s hips, Tension
is created by the movement of the
weaver's body, forward and back-
ward, while kneeling on the ground
or sitting on a low stool. There are
two primary sheds. For the first
shed, a batten isinserted in a space
created by pushing the shed stick
(d) forward. The batten is turned
vertically to open the shed. Into the
open shed the weaver inserts the
weft, which is pushed in place with
the batten. Someiimes a comb is
used to secure the weft. The other
shed, called La Madre, is more dif-
ficult to create and requires a dif-
ferent movement of the body. The
weaver Jeans forward to release the
tension on the warp, pulls up on
the heddle bar (e}, inserts the bat-
ten and proceeds. When the textile
1s completed, the continuous warp
often creates finished selvedges on
4 sides. No thread is wasted, But
sometimes when a weaver plans for
several pieces in one warp, the tex-
tile is cut and the ends are
hand-sewn.

Additional sheds are created with
more sticks so that supplementary
weft patterns can be woven, separ-
ated by rows of plain weave or
tabby. The technique is called bro-
cading or bordade and to the
untrained eye the patterns appear
to have been embroidered on top of
the woven fabric with a needle
instead of being un integral part of
the textile (Photo 3).
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4. Azlec weavers accessories at the time of
contact; Florentine Codex, Mexico.

Margoi Schevili

5. Backstrap weaver Rafeela Godinez of San Antonio Aguas Calicntes in her home.

The weaving implements used by
the Aztec weavers at the time of the
Conquest are similar to what are
used today by the Zogue Indians of
Chiapas, Mexico, and Maya Indi-
ans of Guatemala. Similar imple-
ments for carding, spinning, ply-
ing, winding the yarn into balls
and preparing the warp are also in
use (Photo 4).

The advantages of the backstrap
loom over the treadle loom are
stated by Cherri Pancake*as such:
“Complete control of the work can
be achieved. By controlling with
the body the tension of the warps
rather than using the mechanical
devices of the floor loom, changes
in spaces and tension are easily
manipulated; combinations of
weaves within a single piece of
weaving can be produced that
would be difficult or impossible on
aloom with a rigid warp.” There is
a size limitation both in width and
length; backstrap weaving is also
time consuming. S¢ today one
finds, in addition to treadle looms,

draw looms which were borrowed
from the Chinese textile industry
and were also introduced by the
Spanish {o produce yardage re-
quired for their ornate style of
dress.

Backstrap weaving fits into the life
of a traditional Indian woman
since weaving is only one part of
her daily routine (Photo 5). House-
hold duties, child and animal care,
gardening, and shopping occupy
much time. For instance, tortillas
are made fresh three times a day
and washing ts done by hand.
Clothing for the family and utility
cloths of all kinds are woven. Little
samplers and large shawis are
woven for sale and some women
enjoy being a saleswoman or run-
ning a shop. Others may be con-
tract weavers or produce for their
neighbors who are too busy ordon’t
like to weave.

*Pancake, Cherri. Textile Traditions of the
Highland Maya: Some Aspects of Develop
ment and Change, 1977, Paper presented at
International Symposium on Mava Art,
Architecture, Archacology, and Hierogly-
phic Writing. Guatemala City, Guatemala,
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The primary role of the traditional
Indian man is to work in his fields,
ifheownsland. Inhis home he may
assist his wife in the backstrap
process by warping, plying and fin-
ishing. In Chichicastenango, men
do intricate embroidery, not only
on their own costumes, but also
applique on women’s blouses or
huipiles. In Santa Maria de Jesus,
the males of one family produce
yvardage on treadle looms commis-
sioned by an American company
while the women weave on the
backstraploom. I have seen Indian
men on the bus taking weavings
into Guatemala City for sale, either
at the textile market or for shops
with whom they do regular busi-
nexss.

I

In Saunderstown, R.I. I am struck
hy the contrast between weaving
environments—San Antonio with
its dusty ground, buildings made of
wood and woven mats, tin roofs,
courtvards behind high fences of
corn stalks where we wove. Saun-
derstown—green, lush foliage, a
huge silo and barn-like two level
building, woeod floors, sky lights,
floor and table looms of all sizes
and a fan going to circulate the
warm air.

Because of tradition, weaving is
taught by rote in Guatemala and
on a one-to-one basis. (Photo 6) The
family assumes the role of teacher;
when my teacher was busy with
household responsibilities, her sen,
daughter, mother or nieces super-
vised and guided me. [ was never
left alone.

The learning process is a source of
conformity and hence contributes
to the conservative attitude toward
change which exists in traditional
Indian societies in Mesoamerica. It
is delivered through demonstration
with some oral instructions. Child-
ren learn weaving as a form of
play. The child first helps the
mother to prepare the warp, and
gradually assists in all aspects of
the weaving process, By the age of
ten, a child has usually woven one
complete sampler,
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6. Barkstrap weaver teaching her daughter; Mendoza Codex.

There were eight other students in
my class in R.I. and one teacher.
We all were at different levels of
weaving expertise. The studio was
full of reading material about
weaving: samplers on the walls,
varng of all kinds around—a no-
nonsense weaving environment.
QOur teacher spoke informally to
each student, {inding out what she
wanted to weave. As 1 went
through each step of the weaving
process, I thought about the equi-
valent step in San Antonio, expe-
riencing again some of the feelings
I had four years ago.

Step [—What to Weave. The R.I.
way was to choose whatever you
wanted to weave related to your
ability.  was interested in learning
a new approach to warping the
loom and in improving my hasic
weaving skills. Our teacher re-
ferred us to hooks, magazines, and
the samplers around, as well as
making suggestions about what
kinds of varns would be approp-
riate. Among [ndians, a beginning
backstrap weaver, as well as a
child, has no options. A small loom
or sampler is the first project; the
patterns taught are those of the vil-
lage and which appeared on the
huipiles of my teaching family, not
in books or magazines—a kind of
wearable saumpler. There were no
choices as to the sett of the weave
nor width.

Fibres

Step II—Choosing and

Colors. My R.1. teacher encouraged
us to explore all the yarns around
us, and guided us in making suita-
ble choices. Cotton is the basic fiber
used in traditional Maya Indian
weaving: wool was introduced by
the Spanish and silk became avail-
able when the Manila galleons
used Guatemala as a stopover
enroute to South America. Silk was
always considered a luxury item.
An excellent quality of cotton has
heen available from a factory in
Cantel since 1876, 1t is tightly spun
and aniline dyes are used. Al-
though hand spinning and the use
of natural dyes is still in existence
in Guatemala, San Antonio weav-
ers prefer to put their time into
weaving itself. There are many
colors available in both 2 and 3 ply
that can be purchased in small
shops in the village. Mercerized
cotton called sedalinag is used for
special effect, but silk is no longer
in use,

Steps 11T & I'V—Preparing Balls of
Yarn and Winding the Warp. These
steps are similar in both countries.
(Guatemalan cotton comes in
skeins so a swift is used. The warp-
ing board is placed horizontally on
the floor or table and is a long, nar-
row piece of wood with two rows of
pegs.

Step V—Warping. The contrast
between the two approaches 1is
really dramatic, Warping in R.L
takes so much time;, many deci-



sions must be made concerning
sett, length and width, placement
and choice of patterns. Our teacher
guided us, helping us to wind on.
Threading was done in several
steps so counting errors wouldn't
be made. Tying-on involved addi-
tional care so the tension would be
correct. Onthe other hand, it was at
that point, on a hot dusty morning
in San Antonio, that I really lost
my self-confidence as a weaver. |
didn’t understand what was hap-
pening but fellowed my teacher's
non-verbal directions while she
smiled encouragingly at me.
Somehow with the help of eve-
ryone, or so it seemed to me, the
warp was transferred to the sticks
and the loom was created, cross
intact, and the equivalent of lease
sticks tied in—so simple! As de-
scribed above, one end was att-
ached to a rope that was tied
arcund a post that held up some
grass mats that served as a roof for
the weaving area. I had bought a
Jute hackstrap the day beforein the
market and the other end of the
loom was attached to it and around
me. The length of the web was just
short of a yard or vara. the mea-
surement uscd there. The width
was 13 inches. I was shown how to
make cotton heddles which took
some time. My body was beginning
to complain, Fortunately my lesson
was interrupted by lunch which I
customarily shared with the fam-
ily. Next I was shown how to define
thetwo sheds. [ had great difficulty
petting the second shed, but I
learned that ali beginners had that
problem. Daily life continued
around me: children erying, chick-
ens cackling, and the family chat-
ting 1n Spanish and their Indian
language, Cakchiquel.

Step VI—Weaving, Weaving Amer-
lcan style involves finding the cor-
rect and comfortable seat position
so that little strain is put on the
lower back and arms. Our benches
were adjustable and our teacher
checked on each one of us to make
sure we were comfortable. [During
the three-hour class, which in-
cluded coffee breaks whenever we
wanted, she would be sure to check

P

7. Bone weaving needle or aguja,

our progress, nipping problems in
the bud, and making supporting
comments. In Guatemala the cor-
rect position gave me special prob-
lems. Because my long legs were
unused to knecling tucked under
me, | had to stretch out, sitting on a
mit on the ground. This caused
great amusement to the family. 1
uscd the backstrap around my
waist to support me, not around the
hips as my teacher did. Iler son,
however, sat on a small stool when
he wove, above the females, with
the backstrap around his waist, lis-
tening to soap operas on the radio.
First | wove eight rows ol tabby
and then the loom was reversed
and | started again, slowly gaining
confidence, learning how to move
backward and forward for alter-
nating sheds. A tenter was used to
maintain side selvedges.

Step VII—Creating the Pattern.
On the floor loom, the pattern is
pre-determined so weaving is rapid
unless hand techniques are em-
ployed, such as two-sided pattern-
ing with a pick-up stick, which is
what I chose to do for mv second
project. But on a backstrap loom,
supplementary weft is used for the

pattern. An additional heddle rod
was utilized to create a pattern
called pepenado—all patterns have
wonderful names such as foot-of-
the-dog, marimba, or scissors. For
pepenado, an over-four under-two
pattern was defined and nine rows
were woven between more elabo-
rate patterns, each one different
from the one below. Pick-up tech-
nique or bordado 1s used for these
designs and in San Antonio a bone
needle called an agujais employed.
{Photo 7) Bingle-faced patterning is
achieved by not carrying the sup-
plementary weft along but making
little butterflies for each design
element within the pattern. A row
of plain weave separates each pat-
tern row. When the pattern is
woven on both sides, it is called
two-sided or marcador, Huipiles
with marcador are the most desira-
ble. Patterns vary from 1% to 3
inches (38 to 76 mm) in length; I
waveone pattern, 1% inches, called
marimba which utilized fourteen
butterflies and took me fifteen
weaving hours. It was only 13
inches (33 ¢cm) wide.

Step VIII—Finishing. Floor-loom-
ed textiles alwaysrequire finishing
of some kind, since 4-side selvedges
are not possible. I spent more time
wrapping and twining the fringe
onmy first project—a stole—than I
did in weaving it. Backstrap
loomed textiles can come off the
sticks with four finished selvedges,
if only one textile is desired.

Learning the process of backstrap
weaving in the environment of
Guatemala provided the back-
ground that I needed to write my
thesis—The Persistence of Maya
Indian Backstrap Weaving in San
Antonio Aguas Calientes, Saco-
tepequez, Guatemala. In addition, |
have my sampler of fourteen pat-
tern bands, representing 108 hours
of weaving. But it also inspired in
me a deep respect for those weavers
that I met during my three months
there. The Maya Indians have per-
sisted after the fall of their Classic
Civilization to this day—a recorded
history of almost two thousand
years. "
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FROM FATHER SKY
TO MOTHER EARTH:

AN ETHNIC
INSPIRATION

by Noél Bennett

Navajo weaving flows from a rich heritage to speak in
the voice of beauty. In a multi-faceted tongue it
expresses Art as well as Craft; deriving power from
depths of tradition, it extols a trueness to self. As I
listen and hear, I am touched by the message and
charged with a calling to accomplish the same true-
ness within my own work.

When an artist seeking inspiration looks to the art of
another culture, the quest may be technique, design, or
concept. Whatever the intent, enrichment is only the
final step in the complex and intense seeking process:

Awakening

Reaching out to something compelling

Studying it fully in its pure state

Making it a part of the self

Extracting areas that are personally meaningful
Releasing attachment to the studied form
Giving expression to the fuller self.

"Red Mesa’' study

George Hight

Noél Benrnett in front of “in Memoriam ™ explaining
how Navajo textiles have heen a source of inspiration

In following such a complex path, there is the real
danger of losing one’s way, holding on to the way of
the other culture, forsaking one’s own. One needs a
strong sense of self to submerge and then re-emerge
fully integrated - and a strong artistic will to create
from that experience a personal truth.

“Three Loams, One Land” designed by Noél Bennett and produced by Hundred Arrows Press,

photo appasite: Navajo weauver.
by Abigail Adier.

Austin, Texas. The 24" x 30" color poster is available with a 825 tax-deductible donation to
Shared Horizons, P.O. Box 1175, Corrales, New Mexico 87048,
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My experience with “eihnic inspiration” began in
1968 when with advanced degrees from Stanford in
fine art and philesophy, I moved to the Navajo reser-
vation. ] came as part of a family. I had one small son
and was married at the time to a physician.

My prime focus was relating to the Navajo people
whose days [ was sharing, but whose language and
heritage were completely foreign. To help bridge the
culture I took up weaving. I determined to embrace the
subject as purely and deeply as I could -- technically
and philosophically. Relating cross-culturaily requir-
ed every internal resource [ could muster, Atthetimel
felt that I had been transformed back to the child - the
toddler - stumbling, falling, hurting - in this way
learning. None of the values I had once “known’ to be
true had any validity here. Every time my Anglo-
programmed head interpreted a situation, it was
wrong.

I had to become empty, release all I ever knew or
believed, and fill again with only what was there
before me. If I was to stay, I could not be the Anglo-
observer. I had to become participant, and focus on
Being.

I stayed for eight years.

Life unfolds to many changes. We all change -- our
houses, our jobs, our skills, sometimes our marriages.

But there is a part of a person that doesn’t change -
A certain uniqueness
an essential essence
the very center

The “unchanging core.”

When identifying the core of a person, one might ask:
“What quality gets you the farthest?”
“Ig this also the same quality that gets you in
the most trouble?”
“What characteristic makes you the most appealing
to others?”
“Is this the same characteristic that makes you the
most difficult to get along with?”
The unchanging core has many facets - each a part of
the whole.

A life situation, when distilled to its purest essence,
also contains essential gqualities that can be thought of
as the core of that situation. This core reaches beyond
the personal - yielding insights and truths universal.

In my art, it is essential to me
to connect with the core,
to unite personal and universal -~
to bring together for a single moment image, mean-
ing, and being.
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When my time on the reservation came to an end, vari-
ous other facets of my life were changing as well. And
inside me there welled the urge to create a weaving
that would stand as a monument to the past:

to the Lebanese heritage to which [ was born

to eight yvears with the Navajo

to a marriage and family that were dissolving.
Each of these in their past pure form required acknowl-
edgement, required release.

“In Memoriam” became the first in a monument
series -

a monument to the past -

the individual as a member of a tightly structured
whole,

The second in the monument series was ‘‘Red Mesa™ --
celebrating a land form to which I had always been
drawn.

Symbolically the mesa is a fragment of land

that through upheaval or pressure

is transformed into a non-erosive core.

It stands above the horizon, unmutedly true to itself,
enduring blazing heat, torrential rains and sand-
blasting winds.

And most importantly, it does so with vibrancy and
glow.

“Red Mesa’; a monument to where I was at the
motnent -
the emerging individual.

Several years ago, wanting to give back to the culture
that had gifted me so generously, I organized a non-
profit corporation “‘Shared Horizons” for the purpose
of perpetuating the Navajo/Southwest Textile-Art
Tradition. Biennially we coordinate national semin-
ars bringing together world experts. The art-poster I
designed for the past event, “Three Looms, One l.and,”
is a continuum of the monument series:

Monument Valley landforms superimposed ona Nava-
jo textile.

Here with Father Sky above and Mother Earth
below is the rising/setting sun. Rainbow. Cloud.
Lightning.

Here is the moment that Navajo legend records as
the creation of the loom, the moment that univer-
sal elements join forces to participate in the
creative process.

“Three Looms, One Land” is a monument to my essen-
tial energy - - a personal voice in a universal chorus,
celebrating the core. = 1983 Noél Bennett

NOEL has been involved with Nevajo weaning for more than 15
years beginning with ker 8-year living and weaving experience on the
Navajo reservation. She has authored 4 books on Natajo weaving
techniques and philosophy and presented over j00 lectures and
workshops nativnwide.

From her loom come philosuphic tapestries. L
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Application, 74" X 427, 15 e.p.i., Summer and Winter

As a student of weaving I was very
Impressed by the fact that [ could
actually weave, and I was only
interested in acquiring more and
varied weaving skills. With the
arrogance of most art students, 1
was sure that I had my own ideas
and that all | needed was a vehicle
for making them take form. After
my initial burst of energy for skill
acquisition, I began to discover the
vastness of the visual textile tradi-
tion to which I had attached myself
when I became a practitioner. In
my experience, the beginning
study of historical fabrics was a bit
hewildering. What could I do that
would be technically better than
Peruvians?. ., conceptually grand-
er than the Renaissance?. .. or
mote inventive with pattern than
the early American settlers?

INSPIRATION
by Philis Alvic

Shortly after leaving school I also
left living in cities with their easy
access to historic textiles, and T was
forced to rely on books. Unfortu-
nately, nothing beats being able to
examine carefully an original
work, because oneis able to observe
those factors which are most 1m-
portant to oneself. However, books,
though a secondary source, de have
the advantage of providing both
distilled and supplementary in-
formation.

Bemocaning what one does or does
not have acecess to can lead one to
overlook the wealth of inspiration
possible from what is available. In
any one of my own pieces I am not
influenced by all that | know about
textile history, but only by one part
ofit. By focusing my attention, and

Seal of Summer, 747" X 17, 15 e.pi., Bergman

by carefully exploring ideas, I have
found that I come to a much finer
understanding of the individual
elements that goto make up my art.

I will now get down to the specifics
of how a particular area of weaving
history influences my work. When 1
was young, circumstances limited
me to study textiles from books,
and, twenty vears ago, there was
not the craft publishing explosion
we enjoy today. But [ did purchase
both Black and Atwater, and they
pointed me in a direction that I
have continued to follow with the
help of many other authors since
that time. From the very first
introduction, I have loved old
coverlet patterns. Throughout my
many years of weaving, | have
continued to work with these pat-
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terns, and I still find them exciting
and a continuing source of ideas.

I began by using these patterns
exactly as the threading was given
in the book. Qccasionally, I still do
this when it fits the concept of the
piece. As an example, the top figure
in “Application” has been changed
very little from the pattern pres-
ented in Holroyd's “Designs of
Jacob Angstadt” Through work-
ing with these patterns [ cameto an
understanding of the principles
governing the designs, and was
able toinvent my own. My patterns
look very similar to the old ones
hecause | have confined myself to
waorking within traditional cen-
straints.

The very busy, crowded nature of
most coverlet designs bothered me,
although 1 liked the individual fig-
ures. So, I selected out specific fig-
ures to work with independently;
often positioning them in a plain
ground. This focusing on the indi-
vidual figure endowed it with a sta-
ture it did not have in the jumble of
interrelated figures in the average
coverlet. In “8Seal of Summer” the
snowhalls and large medallion
have been selected from different
coverlets and placed in their own
spaces. Presented in this way, the
figures gain an importance they
lacked in the original format.

[n working with the coverlet pat-
terns, [ also do considerable adapt-
ing. Sometimes the adupting is
simply to readjust size, but I also
feel free to distort the symmetry or
alter the relationships of the fig-
ures. My purpose is the prime moti-
vating force, and [ adapt to suit if,
not limiting myself within the tra-
ditional usage. Any person at all
acquainted with early Amercan
weaving can readily tell the influ-
ence it has had on my work. In
using the old patterns, [ feel that 1
have shown a respect for their orig-
inal conception, but this respect
hus not been a conflining factor.

When [ first confronted the beauty
of original historic coverlets, |
wondered what of my own I could
contribute to this tradition. Cove-
rlets exerted their main influence
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on me in the area of pattern, but
that left many other elements into
which I could interject more of
myself. Color and texture were the
first elements that 1 altered. The
limited palette of the old coverlets
was due to the yarn dyes available
at the time. I am sure that the
weavers of old would have been
delighted to use the array of color
provided by modern technology.
Some of our more adventurous
ancestors would also probably
have used a greater variety of tex-
tures if they had been available. As
an artist, [ think that | can take
credit for the specific color and tex-
ture choices that I make, butTdon't
think that it is fair for me to fault
my weaving predecessors for not
using materials in a way that was
not possible in their time.

My education in contemporary de-
sign ideas does play a role in the
way l enlarge and elongate pattern
figures. In looking again at “Seal of
Summer” [ have done both of these
things. All of the figures are con-
siderably larger than they would
have been presented in any cover-
let. The small snowhall figures are
elongated by using weft varn much
thicker than needed to square the
figure. With the central brown fig-
ure, a group of weft picks was
repeated more times than in the
original to lengthen the figure. The
bottom figures in “Application”
were created out of the blocks of the
top figure but simplified, enlarged
and elongated. They are very sim-
ilar while also bheing very differ-
ent—producing a strong contrast
between traditional and contem-
porary design concepts within the
same piece,

Since I make hangings for the wall
rather than coverlets, [ often use a
border to frame the [igures. In
“Application™ 1 used a narrow
patterned border, although I usu-
ally prefer a plain wider border.
The border confines the figures
while calling attention to them.

I have not mentioned weave struc-
ture in this discussion of how |
have been inspired by early Ameri-
can coverlets. My primary influ-

ence has been from the patterns,
but [ have also learned much from
the way weave structures were
employed and manipulated. Struc-
ture and pattern remain two separ-
ate concepts in my mind and there-
fore I rarely weave a pattern in the
structure of the original. In fact, I
have almost totally rejected the
most often used old structures. The
common overshot I find too busy,
with the incidental threads adding
a confusing visual element. Also, I
rarely have enough shafts to pro-
duce the designs in double weave—
even if | did like the visually sterile
separate areas. | prefer Summer
and Winter by far, because of its
flexibility in block design manipu-
lation and the rich surface texture.

[ have selected, rearranged, adapt-
ed, enlarged and elongated the old
coverlet patterns in a great variety
of colors and textures, but I still feel
that the way that these coverlets
have influenced me i1s quite ob-
vious. And, there are still alot of
ideas to be gleaned from careful
observation and study in the area
of weaving that I have chosen to
seek my inspiration.

Favorite References

Atwaler, Mary Meigs, Recipe Book, The
Wheelwrighl Press, Salt Lake City, 1969,
14857

Atwuater, Mary Meigs, The Shuttle-Crofi
Book of American Handweaving., The
Macmillan Co., New York, 1961, {1928).

Black, Mary E. New Key to Wearving. The
Bruce Publishing Co.. Milwaukee, 1957
revised, (1940),

Burnham, Hareld B. and Dorothy K. Keep
Me Warm COne Night, University of
Toronto Press, Toronto, 1972,

Holroyd, Ruth with Ulrike Beck. Jacob An-
stadt Designs Drawn from His Patron
Book, Self Published (The Bond Press),
Hartford, CT. 197G,

ABOUTTHE AUTHOR: Philis Alvicis hest
krnown for the multi-shaft, brightly colored
wall hangings which she exhibits through-
out the country. She holds the Certificate of
Excelicnce of the Handweavers Guild of
America, and regularly conducts workshops
for weavers’ guilds. Philis Alvic's recent
wark has combined a deep interestinexplor-
ing varialions in weeve structures, uith a
continging desire to utilize traditional patt-
ernsin o conrtemporary manner. Ms. Aluie's
work has elways been extensively involved
with the use of the lnom as a crealive tool,
and she has published moeny articles on
these topics in naftonal weavers journols.
Philis Alvic ts currently writing o column
for Shuttle Spindle and Dyepot entitled
“Notes of A Paitern Weaver.” .



A SPECIAL PIECE —

A SPECIALPLACE

by Nancy Harvey

To me one of the nicest things
about weaving is the friends we
make, the sharing of ideas, the
learning and growing. A special
piece for a special placeinvolved all
of these.

A short time ago I was contacted by
an artist in the community who
wanted to work together with a
weaver on a special project for this
vear's liturgical art show. Hen-
riette Doglietto came to me to see if
I would be interested in weaving a
tapestry banner of her design.

She explained to me that the
Cathedral of The Blessed Sacra-
ment is the center of the Catholic
Church in this diocese and that the
City of Sacramento was named
after the Sacrament. Therefore, the
theme of the Blessed Sacrament
was her inspiration for design.

She had selected elements which
are known symbols in Christian
art:

The circle as a symbol of eternity
and never-ending existence. As a
monogram of God it represents
net enly the perfection of God but
the everlasting God.

Thedove as a symbol of purity and
peace. The most important use of
the dovein Christian art, however,
is as the symbol of the Holy Spirit.

Bunches of grapes and stalks of
wheat were used to symbolize the
Eucharist.

The Cross is a symbol of service.
It is the mark or sign of Christian
religion.

The arrangement of forms and the
unusual use of colors are contem-

L. Tapestry Banner; Doglictto and Harvey

porary interpretations which bring
the ancient symbolism into the art
of our times. Itis aimed at bringing
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finishing. Cireal for beginners as well as experienced dyers.

Only a limited number of The Dyers® Book will be
available. Use the order form or write:

Mastercard or Visa welcome!
(303} 499-3049
(303} 444-3547

Mountain Fiber Stndio
3060 Ash Ave., Box C
Boulder, CO 80303

i

Total Enclosed
(U.5. Funds oniy}
—0R—
L1 Visa

£52 50

Li Mastercard
Aoct &
Exp. Date _

Mame
Address e me— e -

dve  Box C, Boulder, (0O K0303
(303) 499-3049 or (307 444-354¢
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2. Monsignor Kidder with tapestry banner at Cathedral of the Blessed Sucrament

the spirit of new times into the
church. Color also played a sym-
bolic role.

Green is the symbol of eternal life,
Through the cross it becomes the
color of spring after winter, or of
life after death, thus of faith.

Red identifies with love as the com-
passionate color of Christ, and is
also used to commemorate the
coming of the Holy Spirit. The
value of the red chosen was to
identify with compassion, net
passion.

Purpleis the color associated with
royalty, the sign of imperial power
and authority. Assuchitisused as
a symbol of God.

Henriette Doglietto is a painter
who teaches art as well as art
appreciation at St. Francis High
School in Scaramento. In addition,
she has been actively involved in
liturgical art for the diocese for the
past ten years, working with artists
so their ideas and skills could be
brought into the church. She has
coordinated an invitational reli-
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gious art exhibit during the annual
Congress of Liturgy, sponsored by
the Liturgical Commission of the
ocese of Sacramento, CA., and it
was at this art exhibit, several
years ago, where we first became
acquainted.

She was not familiar with the steps
involved in tapestry weaving, and
had never designed a piece which
was to be woven; and since I was
not well versed in the role of art in
the church, and had never woven a
tapestry designed by anyone other
then myself, we spent many hours
educating one another before be-
ginning the project.

While discussing the preliminary
design, [ explained that it would be
best to weave the piece in a side to
gide direction, rather than from
hottom to top. This would make the
vertical curved design lines hori-
zontal during weaving so as to
make them smoother and meore
graceful. Along with this, decisions
had to be made regarding the
proper warp setting and the type of
weft material needed. As the piece

was to be a podium banner which
would be moved frequently from
podium to wall, it would be best to
have a sturdy durabie weave. I
suggested we use a cotton warp
with 6 warp ends per inch (25/10
em) and a medinom weight wool
weft. (I used Borgs Notharsgarn.
1200 m/kg, or about 600 yds/lb, for
the weft). I also recommended that
no single design element be less
than 2 warpthreads wide {1-3rd of
aninch or 8.5 mm). As we chose the
yarn colors, we selected shades of
the various colors to complement
the environment where the banner
would hang.

Henriette was beginning to under-
stand the limitations of tapestry
weaving and quickly recognized
that some shapes would have to be
redesigned or slightly repositioned.
As she reworked her design, she
had to keep the limitations of
tapestry weaving in mind and still
retain the original truth and
honesty of the piece.

While the cartoon was being rede-
signed, I warped the loom and
ordered the weft materials. When
she returned with the design, it was
ready to be woven, With Henriette
at my side, I began to weave and
explained the process and tech-
niques used and compared them
with those used in the past . . . ina
different place . . . at another time,

During the entire collaboration,
designing and weaving, we keptin
mind that the role of Christian art
was to educate and elevate. This
has been the continuing principal
purpose of Christian art up to the
current time.

After the art show we presented the
tapestry banner as a gift to the
Cathedral of The Blessed Sacra-
ment. We hoped, through our joint
efforts of combining our individual
specialities, of sharing knowledge,
of bringing techniques from the
past and presenting time in a con-
temporary manner, that we too had
played a small part in this role . ..
to educate and elevate.

AROUT THE AUTHOR: Nency Harvey s
a tapestry designer/weaver, teacher and
author from Citrus Heights CA. [ ]



L. Damask napkin, late 18th century German; courtesy of Old
Sturbridge Vitlage, Massachusetts,

2. "Mesa Country"”, deotail

A CONTEMPORARY USE OF DAMASK
by Constance La Lena

Damask is a fairly old type of tex-
tile structure; some of the earliest
really good examples are found in
Near Eastern or Chinese textiles
which were exported to Furope via
the established trade routes of the
Middle Ages. Later, European-pro-
duced damasks were woven in Kk

linen, silk, wool, and in combina- 3 "Mesa Country ", deteil, sitk and wool hand dved damask. by Constance La Lena: owner,
tions of these fibers. Mesa United Bank, Grand Junction, Colorado.
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In its most classic sense, damask
describes a reversible figured tex-
tile, the figures bheing formed by
two faces of the same weave. Clas-
sic damask depends only on fabric
structure to describe the figures in
the textile: all the yarn used is the
same color. Because of the great
difference in appearance hetween
the two faces, a satin structure is
often used for damask, but twill
damask may also be found. A satin
damask will show the figures in
warp-faced satin and weft-faced
satin (sateen); the reverse being
the case on the other side of the
fabric. A twilldamask can be either
a straight twill, a broken twill, or a
broken reverse twill; the weave
used will, like satin, be designed so
that the figures of the design will
show in warp-faced and weft-faced
twill.

In its general sense, damask also
refers to weaves which utilize two
different binding systems to form
the pattern, and by extension to all
sorts of richly patterned textiles
{but not tapestries or brocades)
which were of Oriental or Near
Eastern origin but later were pro-
duced in the European countries
and in the United States. Familiar
forms of damask are the large-
patterned silks and wools used in
furnishings fabrics in the 18th cen-
tury, and patterned linens and cot-
tons used especially for tablecloths
and napkins in the 19th century.
One particular characteristic of
these types of early damasks is the
repeat pattern occurring across the
width of the fabric, size of which is
a function of the number of pattern
shafts on the drawlcom and the
fineness of warp sett. An excellent
example of repeated patterns can
be seen in the accompanying il-
lustration of the German napkin
woven in blue and white linen
damask (Photo 1).

I hecame interested in damask sev-
eral yvears ago when I discovered
the complex patterning capabili-
ties of compound shaft arrange-
mentsin looms and bought adraw-
loom. I came to weaving from
painting and drawing, and the
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inspiration for that aspect of my
work has continued to be the desert
landscape of eastern Utah and
western Colorade where 1 live.
I had woven a series of large
landscape-inspired wallpieces in a
brocade technique, but was frus-
trated by the tedium of laying in
the individual yarns and the im-
precision of the “manual” defini-
tion of forms in the hand method I
was using. At that time, I had in
mind to weave wallpieces in editions
—like fine prints—and needed a
certain measure of speed in the pro-
cess. The process I was using just
didn’t seem to fit my artistic ideas,
but I was at a loss as to how to
obtain the finely detailed pictoral
gualities ] wanted in my work
without resorting to slow working
methods like tapestry.

At Convergence in 1978, [ saw my
first drawloom, and bought one a
week later. I was immediately
struck by the almost endless possi-
bilities inherent in the tool, and it
seemed the answer to my needs. It
is interesting that my path was
parallel to the weavers of an earlier
day, and for essentially the same
reasons, In Northern Europe, weav-
ing was first practiced as a domes-
tic art, and was done by women
using warp weighted looms. Around
the 11th century the treadle loom
was intreduced, and weaving be-
came a craft practiced by men who
were organized into workshops and
guilds for the production of fabrics.
The principle of mechanical patter-
ing, meanwhile, had been well-
established in the Near Eastern
s1lk manufacturies as early as 300
A.D., and it can be supposed that
this area was also the center of
development of mechanical pat-
terning looms. However, it was
nearly 1000 years hefore similarly-
patterned textiles were woven in
Europe; first in Italy, then later in
France and England. Little is
known of these early looms, but by
the mid-fifteenth century, a loom
that we would now describe as a
drawloom was in use in Italy and
France. The unique feature of a
drawdown is that it separates the
patterning function of the loom

from the fabric-weaving function
and allows the weaver (or weaver
and ‘“drawboy”) to control one
independently of the other. The
flexibility of this system and the
endless pussibilities it can provide
ensured that the loom was adopted
and improved on wherever mech-
anical patterning was desired; one
well-known result was the devel-
opment of the Jacquard loom in
1804.

The damask structure I am cur-
rently exploring in my work is a
traditional 6-end damask, chosen
hecause it enables me to work with
an even number of treadles and the
structure allows sharp hreaks be-
tween blocks in bath the warp-wise
and weft-wise directions (Photos 2
& 3). The traditional idea of pattern
formed by the interplay of warp-
faced and weft-faced structures is
preserved, but 1 have added the
additional dimensions of color and
texture in places where the concept
of the piece calls for it. The silk
warps of my pieces are sett so that
the pattern blocks are about 1/107
(2.5 mm) each in size, and a full
pattern repeat in the warp is about
8" (20 cm). As my work evolves
further, I expect that the warps will
become finer and finer (thus the
blocks and repeats will be smaller}
in my search for greater refine-
ment. Finished pieces, however,
tend to be quite large: one just
woven (but not yvet finished or
mounted) as this article is being
written measures 7 x 10”7 (2.14 x
3.06 m).

Constanee La Lona s a well-known profes-
sfonaf weaver and dyer. For workshop
information write to Sunflower Studio, 2851
Raoad B'4, Grand Junction, Colorado 81503,
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MERRILL'S OF MAINE

Handcrafted gift items plus cro-
cheting and knitting accesso-
ries for discriminating shops
made by craft persons with
T.L.C.

Creative, quality oriented cus-
tomers will appreciate your
shop even more for carrying
our fine tools and gift items
including lovable lambs, rock-
ing horses, and dolls.

= Unique lamb of natural lamb
skin wool

« Birch and walnut crochet
hooks

+ Birch wooden knitting
needles

« Cases of Pendleton Wool for
knitting needies and crochet
hocks

« Folding stands wool-on-
wood for weavers and knitters

« Lamb on oak rocker or
casters (Holds 150 Ibs.)

» Rocking horse, really
different including real
ieather saddle and bridle.

» One of a kind dolls. Each
dress different, complete
with bonnet, dress, lingerie,
boots, etc. Colonial patterns.

As a shop owner. you are invited to
write Pat for illustrated price catalog.
Ask tor samples of items of interest to
you.

Patricia Merrill Dunn
Merrilt’s of Maine, Ltd.
Box 403 West Street
Kennebunkport, ME 04046

P8 As anindiedual reader of The Weay
er's Journal write Par for name of shop

near you. Qver TOD0 accounis o 46
slates
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(I.IJILDG YARNS FOR HANDIWEAYING

All Wool Yarns
for Handweaving

Carded Wools for
Handspinning and Felting

Natural and Dyed Colors

Send $3.00 lor Sample Cards

Dealer Inquiries Invited

]
3705 Main St. Dept. W
Philadelphia, PA 19127

\A Tradition in Spinning Since 1880J

GRANDOR YARNS

“For the unusual yarns in—

cottons wools
linens silks
mohairs chenilles

mixtures
McMorran varn balance
Complete set of samples $2.75
WHOLFSALF ONLY
GRANDOR INDUSTRIES, LTD.

Capt WJ. P O Box 5831, 4031 Knobhill Dr.
Sherman Qaks, CA 91403 (213} 784.5855

Cyrefco — The Traditional Loom with a Difference

Features for today's weaver
include: warp advance lever
(warp advance from siting
position at the benchy,
constant tension
hrake, roller hack
beam, angled shuttle
race. and counter
bakmcee with rollers
for ¢vensaccurae shed.

T'he heautitul and-
crafted 48 hirness
Cyvreteo loom can e
purchased finished.
untinished or in kit
torm. For more intor-
mration send 31,50
to Cyrefeo, P.O. Box
1640, Pulo Alte,
CA 91302
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A NEW JOURNAL FOR CREATIVE TEXTILES

m ==ma

Doy i sies

lextilforum

R
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e wwraan. Cbesic | B

Erople s Lucherascs:
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Vermsakam
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Inv the Federal Republicof Germany an associabion with
a joanial is being founded asa Forum ot all those whio
are interested in creative textiles. Ies members belong o
the varicus lields of wxtile aciivities, as there are iesale
art, design, erafr, adule education, waching in schools,
trade with textde artand materials, The developiment in
some of these spheres has grown rather guickly during
the Last years; the necessiny for muore inflormanion—alsa
trom aver the German borders—bec ame more und inore

* dppnd renL,

Chir main poing will be the supply of information and
the promaotion of comtaeand inerchanges among per
sems interested inwextle art. Further we wish to reflea
on tendeniies and enforce trend discussions regarding
the develoganent; ar last, presemations and portraits ol
indlividuals from the rextibe scene are planned. The
DEUTSCHES TEXTILFORUM should be a working
mediurt and g Uround-abowd! ot orelerences and
contagis!

Textilforum
Postiach 5944
3000 Hannover

West-Germany
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FOUR-BLOCK DOUBLE WEAVE

by Clotilde Barrett

1. Table runner designed and woven by Flizaheth Kolling-Summers.

It’'simpossible! O.K. This firstreac-
tion is quite understandable. After
all, haven’t we all learned that it
takes 4 shafts to weave a block of
double weave, 8 shafts to weave
two blocks, 12 shafts to weave three
blocks, ete. This must be a trick! Is
it one of these weaves where the
loom has to be equipped with shaft-
switching devices, long-eyed hed-
dles or something we haven’t heard
about vet? No, this weave 1s woven
on a regular four-shaft table loom
or floor loom with 8 treadles. [fthe &
treadles are not available, the
fabric must be woven by using two
treadles at the same time (with two
feet). So, what’s the catch? The
answer is simple: it is true that
structurally one can only weave
onedouble weave hlock on 4 shafts,
that is, two layers of plain weave
cloth that can cross each other
along horizontal lines, thus mak-
ing long horizontal pockets or
tubes (Fig. 1), On the other hand
when we weave we do not work
only with fabric structure but also
with color. It is through the use of
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color, a pattern color {dk) and a
ground color (It), that one can
create 4-block patterns on 4-shaft
double weave,

FIGURE 1. Horizontal pockets

STRUCTURE

4-block double weave has the struc-
ture of two layers of plain weave
woven simultaneously. The two
layers are stitched together weft-
wise after each treadling block.

RIL.OCK PATTERN

Fig. 2 shows a 4-block pattern and

the corresponding profile thread-

ing.

1. The pattern blocks will be woven
as solid color blocks, selid dk on
the face, solid lton the back. The

ON FOUR SHAFTS

block opposite of the pattern
block (C is opposite of A) will be
woven on the face with a lt warp
and dk weft. The reverse on the
back. The two other blocks will
be woven with a mixed warp
{11t, 1 dk) and a dk weft on the
face, a It weft on the back.

2. The pattern blocks may not be
combined. For instance, blocks
A and B cannot be woven solid
dk on the face at the same time.

3. There is no limit to the size of
any block.

WARP AND WEFT

For a balanced weave, the warp
and weft should be the same yarn.
There is a dk-1t color alternation in
hoth warp and weft. The warp
should be sett twice as close as for
plain weave.

THREADING UNITS

Fig. 3 shows the threading units;
the dk warp ends have been boxed.

The dk ends of the units are the
same as for overshot threading.
Here, however, each one of these dk
ends is followed with altend on a
partner shaft.

The partner of 1 is 3

The partner of 2 is 4

The partnerof 3is 1

The partner of 4 is 2

Do not repeat the same pair of
partners when passing from one
bleck to another (Fig. 4).

THREADING

The easiest way to thread this
weave is to start with the regular
overshot threading which corre-
sponds to the threading profile of
the pattern chosen.

This will be the threading forevery
other warp end, e.g., the dk ends.
Follow each of these ends with a lt
end threaded on the partner shaft.
See Fig. 6.



TIE-UP AND TREADLING

Fig. 7 shows the tie-up and trea-
dling for an 8-treadle loom and
practical tie-ups when less treadles
are available,

Start weaving with dk weft and
alternate dk and It throughaout.

REVERSING THE COLOR
ORDER OF THE WEFT

By reversing the color order of the
weftin Fig. 7, the it weft will weave
the top layer and there will be It
solid blocks instead of dk solid
blocks, The treadling unit referred
te as block A will show solid 1t in
block C, the treadling unit referred
to as bleck B will show solid It in
block D, the treadling unit referred
to as block C will show solid It in
block A and the treadling unit
referred to as block 1) will show
solid 1t in block B.

PROJECTS

The projects are woven with 22/2
cotton-linen biend. The yarns are
Borgs cottolin and the color num-
bers will refer to that brand of yarn.

For more information on Borgs cot-
tolin, refer to “Product Reviews,
p 84.

TABLE RUNNER

Warp: 22/2 cottolin in two colors;
unbleached and gold (#226).

Weft: Same as warp.

Yarn requirements: Two 250 g
tubes of each color.

Sett: 30 epi (120710 ¢m)
Width in the reed: 327 (80.7 cm).
Tota! number of ends: 968,

Length of the warp: 3 yards (2.74
m}.

Measurements; 307 x 64.5”7 {76.2
emx 163.8 cm). After washing: 287 x
56.5(71.1 em x 143.5 cm).

Pattern: See Fig, 2,
The project has areas where the dk
weft weavesthe top layer and areas

2. Ruinbow blanket designed and wouven by Elizabeth Kolling-Summers.

where the It weft weaves the top
layer. See Fig. 8,

Threading: See Fig, 9.

Tie-up and Treadling: See Figs.
7 and 8.

For each block, repeat the treadling
sequence until the block is squared
out.

Weaving: Use two shuttles, one
with 1t weft, one with dark. Inter-
lock the It and dk weft at the sel-
vedges to join the two layers of
cloth.

Finishing: With sewing machine,
zig zag stitch along each warp edge
using matching thread. Turn under
each hem 47 (1.27 cm) and slip-
stitch by hand.

RAINBOW BLANKET

The 4-block double weave tech-
nique 15 used here to weave a
Manket with solid primary and
secondary color blocks and an
amazing number of color blends. A
pertect color gamp!

Warp: 22/2 cottolin in the follow-
ing colors: blue (#239), red (#317),
vellow (#238), violet (#285), orange
(#326), green (#313), pale vellow
{#272), pale blue (B278).

Weft: Same as warp.

Sett: 32 epi (125710 cm)

Width in the reed: 32” (81.9 cm).
Total number of ends: 1024.
Length of warp: 2 yvards (2.3 m).

Measurements: 30" x 49" (76.2 x
124.5 cm). After washing: 28% x
43%” (73 x 111.1 cm).

Pattern: All the bilocks are the
same size (see Fig, 10),

Threading: See Fig, 11,

Tie-up and treadling: See Fig. 7.
Weave block A with blue and violet.
Weave block B with yellow and
green,
Weave block C withred and orange,
Weave block Y with pale yellow and
pale blue,
Weave hlock C with violet and blue.
Weave block D with green and
yetlow.
Weave block A with orange and red.
Weave block B with pale blue and
pale vellow.
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FIGURE 12

Weave each treadling block for 2”
{(5cm}in the order given. Repeat the
entire treadling sequence three
times. Weave 47 (1,27 cm) extra at
cach end for the hem.

Interlock the two wefts at the

selvedges,

Finishing: Zig zag raw edges with
sewing machine using matching
thread. Turn under 4 (1.27 cm)
hem and slip stitch by hand.

PADDING

Four-block 4-shaft double woven
fabric may be padded.

The padding takes place after a
treadling block is completed. Lift
the warp threads of the top layer
and stuff the pocket that has just
been woven. See Fig, 12, "

HOW ONE WEAVE LEADS TO ANOTHER

The 4-block 4-shaft weave dis-
cussed on p, 72 ofthisissue wasn't
just copied out of a weaving text-
book, although there is no doubt
that the weave has been discovered
by someone before this. The way I
developed this weave from classic
overshot is rather interesting and
involves several theories of fabrie
structure and design. The different
steps of the discovery of a 4-block
4-shaft weave will be outlined here.

1. OVERSHOT. Photo 1

Fig. 1 shows a simple overshot, a
< twill tie-up and the treadling
for the pattern weft for a weave in
which the blocks are woven as
drawn in. It is implied that the
pattern picks alternate with tabby
picks that act as binders and weave

1. Front

by Clotilde Barrett

a plain weave ground.

For the sake of simplicity we have
chosen the most elementary over-
shot threading but our theory ap-
plies to any four-shafl overshot.

2. COMPLEMENTARY WEFT
PLAIN WEAVE ON OVER-
SHOT THREADING. Photo 2

Fig.2shows an overshot threading
with a—— twill tie-up. Here there
is no true tabby which weaves a
ground but there are two wefts of
cqual grist: 1) and 1. One weaves
the pattern (D), the other the
ground (L), At any time a [ pick
and an L. pick complement each
other to weave what appears to be
one tabby pick on the face of the

2. Front

cloth. (See Fig, 3. There are lung
fleats on the back of the cloth.

U AR ST LA N

—tr 2 (D)

all the even warp threads are covered
FIGURE 3

To weave an overshot treading in
complementary weft plain weave
the treadling sequence of the D
weft is as the warp threads are
drawn in but each D pick is fol-
lowed by a L pick thrown in the
partner shed (or treadle).
The partner treadle of 1 is 3
The partner treadle of 2 is 4
The partner treadle of 3151
The partner treadle of 4 is 2
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3. 8-SHAFT DOUBLE
WEAVE. Photo 4

The long floats on the back of com-
plementary weft plain weave cloth,
woven on overshot threading, may
be avoided through the use of a
second warp. The first warp is usu-
ally the pattern warp (D) while the
second warp is the ground warp{L} .

For the top layer of this double
weave structure to look identical to
the face of the complementary weft
plain weave (#2), the top (first} warp
should be the ground warp (L) while
the second warp (hottom) should be
[DT'his pattern is less attractive and
is on the reverse side of the cloth,
76 SUMMER 1983 wJ

The second warp interweaves with
the weft floats (on the backside)
and makes a second layer of plain
weave cloth. The fabric 1s double
cloth (2 layers of plain weave) with
4-block overshot designs. The warp
alternates an end of I (circled
numbers) and anend of Lina 1/1
order.

The ) warp is threaded on the odd
numbered shafts as shown in Fig.
4, Each D) warp is followed by an L.
warp on a partner shaft.
The partner of shaft 1is shaft 2
The partner of shaft 3isshaft 4
The partner of shaft 5 is shaft 6
The partner of shaft 7isshaft 8

See Fig. 5. The odd numbered
shafts aretied asin Fig. 4. The even
numbered shaft are tied for a -~
twill, e.g., Hift 6, then 8, then 2, then
4. The treadling is the same as in
Fig. 2.

4. TURNING AN 8-SHAFT
4-TREADLE WEAVE INTO A
4-SHAFT 8-TREADLE
WEAVE. Photo 3

Any weave, including the one of
Fig. b can be turned. Turning a
weave means to weave a cloth with
the same appearance and structure
as the original fabric in what was
the warp in the original fabric is
now weft, what was weft is now



4. d-block Hshaft doubiv weace plucemal

warp, what was the treadling is
now the threading, and what was
the threading is now the treadling.
Thus an &-ghaft 4-treadle weave
becomes a 4-shaft 8-treadle weave.
Fig. 6 is Fig. 5 “turned”. The trea-
dling of Fig. 5, which reads from
tap to bottom, is recopied as thread-
ing for Fig. 6 and isread from right
to left. The threading of Fig. 5 is
recopied as treadling for Fig. 6. Fig.
7is the turned tie-up. However, it is
notenough tojust “turn” the tie-up;
the correct tie-up as shown in Fig. 6
1s the “opposite” tie-up of Fig. 7.

PR TR N
o a

3 d-shaft Bfreadie weave

PROJECT—B-SHAFT,
4-BLOCK DOUBLE WOVEN
PLACEMATS

The articie on p. 72 describes two
projects woven in the 4-block 4-
shaft weave. The placemats shown
in Photo 4 are an example of 4-
block &-shaft double weave.

Warp: 102 perle cotton in two
colors D) and L {USDAN KOLMES
CQ. 58272 (melon) and #271 {cham-
pagnel).

Weft: Same as warp.

Yarn requirements: 2 1%-lb
cones. of each color for 12 vards of
warp.

Sett: 40 epi{160-10cmiin a 10 dent
(1010 em) reed.

Color order of the warp: (DD, L)
repeut,

Width in the reed: 13.65"
(34.1 cm)
Pattern: “Kay's” design from

Muarguerite Davison's 4 Hand-
weaver's Pattern Book p. 144, See
Fig. & Thread AC; (C1)) 6 times:
BA.,

There are 273 threads in the pat-

tern. This pattern will be threaded
with 1Y on shafts 1, 3, 5 and 7. See
Fig. 4. The same pattern will also
be threaded with 1. on shafts 2, 4, 6
and 8. See Fig. 9. There are 273 D
threads and 272 L. threads.

Use a double 1) thread on each side
as a floating selvedge,

Measurements on the loom:
13.65" or 34.67 cm (in reed) x 19"
or 49.0 c¢m funder tension).

Finished size: 13”7 x 1847 (33 x
17 em).

Finishing: Hemstitching on the
loom.

Treadling: Alternate a D) pick and
a light pick, With D, treadle as the
warp 1 drawn in in Fig. & but
repeat section CI) as often as
necessary for the proper length of
the mat. Finish with BA. With L
treadle the partner sheds. Thus, fol-
low treadle 1 (ID} by treadle 3 (L},
follow treadle 2(I)) by treadle 4 (L},
follow treadle 3 (D) by treadle 1 (L),
follow treadle 4 (I3} by treadle 2 (L.).

Wash mats in hot water and press.
u
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LEARNING TO WEAVE IN JAPAN
by LaVonne Schreiber

How does one learn to weave in
Japan? I have asked the question
many times during the ten yvears
I've been researching Japanese
weaving.

A decade ago there were three
major ways, all of them requiring a
long-term commitment: (1) appren-
ticeship, (2) technical trade
schools, and (3) art colleges and
universities. Recently iwo addi-
tional systems have become prom-
inent: weaving schools and small
classes conducted by private indi-
viduals,

Before discussing these learning
situations in more depth, another
question comes to mind while in-
vestigating Japanese weaving:
What is the relationship between
history, tradition, culture and the
weavings that is taught today?

HISTORICAL ROOTS

The roots of Japanese weaving are
in China and the introduction from
there of the draw loom made bro-
cades and other highly decorative
fabrics available to members of the
ruling classes as early as the Nara
Period (646-794), Sericulture was
also imported from China; no one
can dispute the elegance of silk
when used as a garment fabric.
However, silk has always heen
expensive, so common people deve-
loped weaving techniques using
such varied natural materials as
banana fiber in Okinawa, wisteria
vines in central Honshu and tree
fiber in Hokkaido. LLooms for weav-
ing the fabrics were hackstrap
looms at first, later the iizaribaia,
or rigid frame backstrap loom, was
developed. The more advanced
floor looms with multiple shafts
were imported at {irst from Korea
and China, but Japanesc weavers
modified the design.

The combination of loom capahili-
ties and material availability
greatly influenced traditional de-
signs. The Japanese people's love
of intricate patterns derived from
nature could be satisfied through
the use of the draw loom, and skill
in its use became most highly deve-

loped in the Nishijin section of

Kyoto. The commeon people, how-
ever, were forbidden to use bright
colors and lively patterns: there-
fore. less ornate designs and
quieter colors were used for folk-
wenr,

Stripes are a simple way to achieve
design changes, even on a back-
strap loom, so stripes and plaids
{often called lattices) became popu-
lar. Men's garments today still use
[ine stripes, especially for the for-
mal Aakama, which is a pleated
skirt used as an overgarment.
Since kimonos require fabrie 12
meters (13,1 vards) long and 37 em
(14.6™) wide, matching weft stripes
is extremely difficult; that may be
the reason they were seldom used.
The old kimonos usually show no
attempt at matching plaid at the
seams.

Another major system for varying
designin atabby woven fabric was
that of kasuri ikat). Trading ships
first brought pieces of ikat from
Southeast Asiato Okinawa and the
techniques became so highly deve-
loped there that fabries using them
were in great demand as annual
tax payments. The use ol basuri
spread to several other regions as a
result of the trade routes and kasurs
was used in the weaving of cotton,
bust fibers and silk, However, the
methods used to produce the resist
varied from region to region.

With the use of the 4-shaft loom,
copied from those in Korea and
China. overshot patterns became a

. Kasurf fabriv, stik: student work at
Kawashima textile schoof

third design element. but these
were not as common in the Edo
Period (1615-1867) as fabrics with
stripes, plaids, or kasuri decora-
tion.

One other universal element is
found in traditional Japanese
fabrics—vegetable dves—and even
today they are often found in top
quality silk, cotton and other plant-
fiber kimonos,

TRAINING OF WEAVERS

Apprenticeship. History and cul-
tural tradition greatly influenced
the truining of weavers in Japan.
Prior to the opening of Japan to
foreign trade in 1868, craft workers
leurned through the apprentice-
ship system, beginning by doing
menial tasks in the shop of the
master cruflsman and learning by
watching the production of the
object., Only the masters created
new designs; independently devel-
oped designs by apprentices were
not permitted. Therefore, it beeame
tradition to copy the master.

Often  poor families sold their
young duughters to weaving shop
owners where they learned weav-
ing skills not by cheoice but through
the necessity for survival. As sim-
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i. Linen bags, Akie Kaneuchi student exhibit, Tokyo

ple skills developed, more difficult
tasks were taught until the appren-
tice became proficient enough to
receive pay for the work accom-
plished.

Now, of course, young girls are no
longer sold to weaving shops, but
some young people do choose to
learn weaving {or other crafts)
through the apprenticeship sys-
tem. Master craft artisans still
maintain that this is the best way
to learn.

In some shops the apprentices may
come from the immediate locality,
while others have finished a uni-
versity degree and work out an
agreement with a master for a
learning/producing situation.
Usually it is for a three-vear period,
with the apprentice paying a small
amount (or nothing) for instruc-
tion, but producing fabrics which
become the property of the shop
owner. Gradually, more compe-
tence develops and the weaver
receives a small amount of money
for his/her labor.

After completing this training,
she/he may choose to return home
and weave independently, or may
continue to work for that weaving
shop, either using its facilities or
working at home, When weaving at
home, the weaver usually buys a
loom but the yarns are furnished by
the shop, Upon completion of the
weaving, it is inspected, usually at
the weaving association’s office,
and a cash payment made to the
weaver,
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Another systemis used by a master
weaver in Tokyo. His shop usually
has five young apprentices who
agree to work for one year. They
learn all of the processes involved
in producing handspun, hand-
woven wool fabries which are sold
at that shop’s semi-annual exhibi-
tion. The master is not concerned
with speed, but with quality, and is
constantly helping the apprentices
learn high technique. In fact, his
shop's products are well-known to
be “ichiban’'' (the best). Occasion-
ally an apprentice will spend two
yvears in order to learn more from
this master.

Technical schools. During the
Meiji Era (1868-1911) trade schools
began to be established for training
crafts-persons to produce indus-
trial products. The use of the Jac-
guard loom greatly simplified the
weaving of the intricate designs
which formerly required the use of
the draw loom, and technicians
and designers were needed to work
in the textile mills. However,
handweaving was not dropped
from the scene as quickly as it was
in western countries, so training in
handweaving techniques hecame a
part of the curriculum, While the
majority of kimono fabrics are now
power loomed, there is still a
demand for handwoven kimono
fabries and many of these are pro-
duced on a commercial basis, with
the weaving association bringing a
warped beam to the weaver, who
then weaves the fabric at home.

2 Tsuzure sith tapestry, Kawashima Tex-
tele School student at work

Currently, there are technical tex-
tile schools in major textile areas
and they teach students hand-
weaving skills in addition to offer-
ing classes in power loom weaving,
designing, dyeing, et cetera. One
which I visited taught students to
weave such diverse fabrics as
handspun wool mufflers, silk ki-
mono fabries, synthetic skirt fab-
rics, and silk obis (the wide belt
thatis alwavs worn with a kimono)
using a tapestry technigque. Upon
completion of this education, the
graduate works either at home orin
a commercial shop.

Higher education. Weaving de-
partments were established at the
university and college level after
the country began to recover from
World War [1. National art univer-
sities are located in many prefec-
tures and some of these offer weav-
ing instruction. Admissions are
highly competitive and only a few
students can expect to learn to
weave by training at these institu-
tions. They are trained as artists
first, craftspersons second, and
graduates seldom work in the rou-
tine production of kimono fabrics
unless they establish independent
studios and weave them on a one-



of-a-kind basis. They also often
produce fabrics for interiors and
exhibitions. Some graduates find
iobs teaching weaving in small
two-year colleges. Most of the in-
structors at these universities have
strong exhibition records and are
well-known.

It is extremely difficult for foreign
students to be admitted to a na-
tional university unless they re-
ceive a Ministry of Education Scho-
larship. Under that program the
study of the Japanese language is
mandatory because all instruction
is in Japanese.

Some private colleges and univer-
sities also have weaving depart-
ments and these are often a part of
textile design departments which
offer specialization in surface de-
sign on fabrics (screen printing
and the use of paste resist—kafa-
zome) as well. A few private higher
education institutions will accept
foreign students, but most require
some competence in the Japanese
language and a plan for pursuing a
degree. Tuitlon is generally about
$10,000 for a four-year period, with
the school year running from April
to the beginning of March.

Private textile schools, Since
Japan has no system of continuing
education programs sponsored by
higher education institutions, a
gap existed for people who wished
to learn to weave, but could not
make the long-term commitment
necessary for the instruction dis-
cussed above. Several private
weaving schools have been estab-
lished in major cities such as Tokyo
and Kyoto. These are usually busi-
ness ventures and are expected to
make a profit.

One, however—the Kawashima
Textile School—was established by
the Kawashima Textile Mills to
celebrate their 130th anniversary.
Under the guidance of Takeshi
Kinoshita, who had been a member
of the company’s board of direc-
tors, this school is located in mod-
ern buildings with an adjeining
dormitory. Studios are well-equip-

ped with looms running the gamut
from backstrap to dobby. There are
one-year comprehensive courses as
well as shorter workshops, lasting
from three days to six weeks. Stu-
dents may also choose an area of
specialization and work on a long-
term or short-term basis. Tech-
niques taught range from contem-
porary fiber art and non-woven
structures to tsuzure (fingernail
weaving) of tapestry and kasuri
{ikat). Most instructors come just
one or two days a week, but some
are full-time faculty. A few are flu-
ent in English, but most are not.
Tuition at these privately-owned
schools varies from about $150 fora
3-day workshop to $3000 for a one
vear basic course,

Small group instruction. The
last category is that of small group
instruction at the studios of private
teachers. Usually there are six to
ten students at one time, each
working on techniques of his/her
choice. Japanese houses are very
smuall and one of the things which
makes this type of instruction feas-
ihleis the use of looms which allow
the removal of the backbeam, har-
nesses, reed, warp, and fabric.
These are stored, and the following
student puts hissher warp and
woven fabric onto the loom when
needed, Because the fabric is att-
ached to the front of the loom with
an inserted tension bar, it is possi-
ble to continue weaving without
damaging the fabric. Most private
instructors teach weaving two or
three dayvs a week, with different
students coming each dav. The
remainder of the time is spent on
their persenal work. Instruction
fees vary, but average from $35 to
$50 per month. There seems to be
good feelings of camaraderie in the
studios I visited.

COMMENTS AND CRITICISM

This final section involves editorial
comments and reflects my personal
opihions and criticismm  as I've
viewed Japanese weaving instruc-
tion during the last decade. The
first concerns design. We Ameri-
cans generally advocate original-

ity in producing any creative pro-
duct. As a university art educator,
this is primary in my personal
teaching. However, Japanese de-
signs have been copied for genera-
tions and it is very common for stu-
dents to directly copy something
from the master or from another
student or a book.

When I’ve discussed this with Jap-
anese weaving instructors, sorme
havetold me they believe thatit's a
good learning experience and that
the student’s work is always differ-
ent from the original, So when one
visits weaving schools, it is not
unusual to see students weaving
fabrics that are near-duplicates of
traditional ones. Perhaps this is a
good way to learn a particular pro-
cess, but I found myself feeling
very guilty when T copied a tradi-
tional turtle design for an ikat
weaving (the only time ['ve ever
copied another design), But other
students and the instructor
thought it was the usual procedure
and, in fact, seemed surprised that
a foreigner could do it so well on the
first attempt. The foreign student
should expect that she he may be
asked tolook at traditional designs
and work from those, making mi-
nor variations only.

As a result of this attitude about
design, traditional and historical
influences are commonplace when
one views Japanese weaving. The
same colors, technigues and de-
signs are repeated over and over,
although some variation exists, of
course. There are (traditional
“rules™ about pattern elements and
color combinations that greatly
influence the designs, especially of
kimono {abries, and I feel certain
thatthese are deeply ingrained into
the consciousness of Japanese
people interested in fabrices.

Ncevertheless, there are some tea-
chers who believe thal new weav-
ing must develop from once's own
personal philosophy and feelings,
s0 that an important statement is
made through the woven piece.
Students studying under those tea-
chers have a broader range of
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tersion bar which attached cloth to frunt
birarn

weaving experience and the pro-
ducts seen in a student exhibition
are considerably more varied. Pro-
fessor Hideho Tanaka of Musa-
shino Art University, told me that
he's most concerned about the
ideas embodied in the work and
thatthetechniqueisthe means, not
then end.

RECOMMENDATIONS

There are some personal recom-
mendations I would like to make to
any one who plans to study weav-
ing in Japan, First, it is almost
essential to know some Japanese
language before beginning to
study. While a few instructors are
very fluent in English, one cannot
communicate with other instruc-
tors or students unless it can be
done in Japanese—a very lonely
and frustrating experience for
some people.

Second, | would recommend that a
student visit a number of schools
and/or personal studios to see the
kind of work being done. Ap-
proaches to design and technique
differ greatly among teachers. If a
teacher is specializing in kimoeno
fabrics using silk set at 40 ends per
a2 SUMMER 1983 wJ

a. Ktsuko Dokt and student removing
warp from foom

centimeter {102 epd), this, in itself,
may prove to be {rustrating to a
student who is used to weaving
fabrics at 12 ends per inch (5010
cm),

Also, it is important for a foreign
student to see the equipment avail-
able, Some shops ['ve visited are
very well-equipped, with every tool
available immediately, as in the
Kawashima Textile School. But in
other situations, there is poor
cquipment and students are ex-
pected to “make-do” or wait until
necessary tools become available.
This can also lead to frustrations.
Other schools have such small
working spaces that Americans
who are used to more private space
may have diffieulty in adjusting to
it.

If a foreign student 1s going to
study in Japan during the winter
months, the problem of adapting to
the lack of heat in Japanese build-
ings may cause concern. Some are
warm, but others are very cold,
with almost no heat available, and
trying to weave with cold hands
can be stressful. I personally had
several weeks of working in a room
without heat and found it almost

6. Eisaho Dol putting new warp onto
loam

impossible to Lolerate.

A foreign student should also be
very explicit about what his her
personal goals are and make sure
that they are understood by the
instructor. Usually, there is flexi-
bility in the instruction available,
but sometimes the curriculum is set
and one must go step-by-step with
the other members of the class. An
understanding of the working
schedule is also essential.

A few schools and instructors are
listed below, but this is not in-
tended to be comprehensive. Ap-
pointments are very necessary
before visiting and therefore phone
numbers and mailing addresses
are given.

Tokyo Zokei Daigaku Private university
Motto Hachioji 3-2707  Weaving and fiber
Hachigji-shi art

Tokyeo-to 193

{0423) 75-4850

Professor Akiko Wide exhibition

Shimanuki record
Tanaka recard

Kogyo Gijitsu Technical schoo!
Center— Weaving/dyeing/
Tokamachi design

Shikenjo

Gakko-cho

Tokamachi-shi

Miigata-ken



Musashino Art University Private art

university
Department of Weaving and fiber
Textile Design art
1-736 Ogawamachi
Kodaira-shi 187
Tokyo-to
(0423) 41-5011
Professor Hideho Wide exhibition

Tokyo Textile Institute  Privately owned

5-15-1 Himonya Weaving/dyeing/
Meguro-ku design
Tokyo 152 Basic courses
{03) 710-1211 Specral workshops
Mr. Tetsuo Miyake,
Director
Kawashima Textile Weaving/dyeing/
School fiber art
418 Ichihara-cho Basic courses
Shizuichi, Sakyo-ku Special workshops
Kyoto

{075) 741-3111
Mr. Takeshi Kinoshita,

Director
Etsuko Dok Private instructor
1-12-6 Jingumae Pubhshes
Shibuya pericdical
Tokyo 150

(03) 408-2866

Akie Kaneuch: Private instructor
2-24-14 Minarni Qizumi

Nerima-ku

Tokyo 177

{0424) 21-3049

Hiromy lzumi Private instruclor
20-3-101 Saneicho

Shinpuku-ku

Tokyo 160

{03) 355-1145

Moriko Nitta Private instructor
8-14 TAkaramachi

Naka-ku

Hiroshima-shi

Hiroshima-ken 730

1082} 249-0410

ARQUT TIHE AUTHOR: LaVonne Schrie-
ber began weating in 1948, while Licing in
Albuguerque, New Mexico, Afthough she
hus attended several shortterm weaving
tworkshops, she is basically sclf taught. For
several vears she produced one-of-a-kind
fabries for interiors, then returned to uni-
versity study and earned an Ed. 1), degree in
Art fEducation. Sheis now an Assoctate Pro-
fessar at the School of Art ut the University
of Denver.

LaVonne has exhibited her work in a
number uf netional juried shows. In the
swmmer of 1973 she traveled to Japan and
attended a three-week workshop on Jdape
nese Textile Dveing at the University of
Arts in Usaka. She has returned to Jupun
several times to continue her research in
Japanese weaving. A sabbatical leave in
1982-83 provided her with another oppor-
tunity to go toJupan and to work on a hook.
Japanese Weaving Techniques, which is
seheduled for publication in the fall f 1981
by Hastings House Publishers, Inc. u
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custom warp chain service,
Full-codor cateloy

ulb varns,

fownnts aned supplics.

Visil our store when

wou are uthe Sup Jose area

The
Walking
e ¥ Wheel
For catalog. send 110 Lo
The Walking Wheel, Dept IF
244958 Stevens Creek Blvd,
San Jose, CA 95128 (40%) 29T-YARN

The Mannings have everything
you need!!!

Instruction * Resident instruction

in

classes for beginners.
Looms * Leclerc - Gallinger

Rug Yarns * Gver 300 colors 2-3-4-
6 ply. Special skein wool for veg-
etable dyeing.

Fine and Fancy Yarns: cottons -
linens - mohairs - wools - novel-
ties - chenilles

Name Brand Yarns By: CUM, Lily,
Fawcett, Reynolds, Plymouth,
Stanley  Berroco, Harrisville,
Kolmes

In

1-717-624-2223 and receive 1.00
phone allowance on orders over
15.00

Catalog and Rug Wool Samples -

.50

IF YOU WEAVE . ..

all types of weaving. Special

ORDER TOLL FREE
DIAL
1-800-233-7166

Pennsylvania Calt

THE MANNINGS
R.D. 2
East Berlin, PA 17316
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PRODUCT REVIEWS

TAPESTRY NOTECARDS from Nancy Harvey,
5834 Riddio 5t.. Citrus Heights, CA 85610

A series of tapestries by Nancy Harvey have
been reproduced in full color on note cards
which are marketed in packages of 8. includ-
ing envelopes. Three styles are available and
can be purchased wholesale and/or retail
Send inquiries to the above address.

BORGS BOMULLIN (COTTOLIN)

Borgs Bomullin {cottohirn) is a 50750 cotton
linen blend. size 22/2. ltcomes on 250 g tubes

and has ayardage count of 6500 m/kg ar 1775
yds/tube. The color selection is excellent.
The retail price is approximately $8.00 to
513.40/tube.

Cottolin is a favorite yarn for garments. It is
easy t0 weave with and launders well. The
opirions about the correct sett for this yarn
vary widely. If the fabric is washed in hot
water and dried in adryer, there is a consider-
able amount of shrinkage {20%} and therefore
the web should be quite loose while it is on the
loom. | like a sett of 15 epi to 18 epi (80 to
70/10cm) for plain weave and 18epi to 24 epi
{7010 95/10cm) for twill. Many weavers prefer
a much closer sett. Repeated washings soften
the cloth to the point where it can be worn
with little or no ironing.

Inquire at your local shop or at Glimakra
Looms'n Yarns, P.O. Box 16156, Rocky River,
OH 441186,

BOAGS SWATCHBOOK—WOOL

This baok i1s a set of 1ooseleaf pages (heavy
card stock} boundinalarge 3ring binder. Itis
a treasury of handwoven swatches made with
Swedish woolens which are marketed under
the name BORGS and distributed by Glimékra
Looms 'n Yarns. The book has two parts. Part
|, entitled "setts and finishes” shows how to
make good use of all the types of wool that
Bargs supplies. The swatches demonstrate

- -
how the sett and fabric finish affects the hand
of the woven cloth. The weave structures for
this section are plain weave and twill and
woven in an exciting color range. Going
through these pages is a pleasant |earning
expenence and an excellent guide for weav-
ing fabrics with a harnd that is appropriate to
their use. Part |l. entitled “Patterns and Tex-
tures’. shows how Borgs woalens can best be
used alone or in combination in order to
create exciting textures. Some of the weaves
are abitmore complex than those in Part | but
the instructions are excellent and easy to
follow.

This book is a real treat and should be avail-
able for browsing at all shops that seli Borgs
yarns. If you want to own your own, send
$69.00 to Glimakra Loom 'n Yarns, P.O. Box
18157, Rocky River. OH 44118

IHANA BRUSHING SERVICE
Please correct address in Issue 28, p. 53,
3605 Hartord, 3t Louts, MO 83115 L

PRODUCT NEWS

GLIMAKRA LOOMS 'N YARNS, F.O. Box
16157 Rocky River. OH 44116, has added a
new BORGS yarn to their wide selection of
imported Swedish natural yarns. BOMULLS-
GARN 2/2 is a 100% soft two-ply cotton. The
put-up i5 in 100 g skeins There are 160 m/
skein or 790 yds/lb. There is a selection of 37
colors. Retail price $4.90/skein.

SCOTT'S WOOLEN MILL, Hecla Street and
Elmdale Road. Uxbridge, MA 01568, 15 a
wholesale and retail establishment specializ-
ing in high guality domestic yarns. Their yarn
samples are displayed on 26 cards. Each card
shows the complete color range. The cards
are marked with the name of the yarn and the
colors, the fiber content, the put-ups. the
yardage per unit of weight and the “weight
category” which is mostly for the benefit of

knitters and crocheters. Price lists and order
blanks are on separate sheets. Wholesale
price lists are available to qualifying busi-
nesses

In addition to their standard line of yarns.
Scott's also has a large selection of mill ends
and “close outs” which are bargain priced and
limited in quantity. The complete sample set
costis $4.00.

The infarmation from Scott's Woolen Mill is
easy to use. The yarn samples are varied in
texture, size and fiber content and are a true
inspirahon for successful projects

COTTON CLOUDS, P.O. Box 604, Safford. AZ
85546, 15 a wholesale/retail establishment
specializing in cotton. Of special interset is
therr 8/2 unmercenized cotton avalable in 60
colors and their perle cotton which comes in
sizes 372, 5/2,10/2. 20/2 and is available in 45
colors. Send $2.00 for catalogue and yarn
samples.

SCHOOL PRODUCTS CO, INC., 1201 Broad-
way. New York, NY 10001, is marketing square
cards {tablets) for tablet weaving. They are
priced at $4.00 for 50 tablets. Wholesale
inguirias are welcome.

AVL AUTOMATIC CLOTH ADVANCE SYSTEM
AVL LOOMS announces its latest improve-
ment in weaving accessones. The Auto-

matic Cloth Advance System mechanically
advances lhe warp with each beat The
system 15 designed to maintain an even beat
throughout the warp even atter changing weft
matenal.

The weaver regulates the number of picks per
inch through the use of five separate cog
wheels and an adjustable advancing linkage.
A pick table provided with the manual spells
out how to ablain any aumber of picks per
inchfrom&ppi to30ppa

For more information write to- AVL Looms.
601 Orange St Dept. P1. Chuco. CA 95226 =
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LET'S PULL TOGETHER

Thereis nodoubtthat every weaver
ls aware of the confusion in the
terminology and conventions
which handweavers use. For pub-
lishers of books, magazines, soft-
warc for computers, this problem is
a big. big nightmure. Everyone
agrees thut something should be
done about it. The question is how?
Well, let's pull together. In this
article vou will find a series of
terms, conventions and  defini-
tions. [ am advancing some opin-
ions und some suggestions. You ure
invited to join into the discussion.
Please write to us and make com-
ments. Everyone’s input will be
published here in The Weaver's
Journal. We will arrive at a set of
conventions and a vocabulary that
the majority of us can live with and
then we will fight for the adoptions
of these terms by all handweavers
in the U.S.A, Agreed?

There are three basic arcas to dis-
cuss: Vecubulary, conventions for
drafting and spelling.

WEAVING
VOCABULARY

What exactly means what? Even if
wethink that we all speak English,
we realize nevertheless, that there
is adifference between British and
American. Even among Ameri-
cans, words may have different
meanings. Your own vocabulary
depends greatly on the teachers
and books from which vou learned
your weaving skills.

We are lucky to have Irene Kmer-
v's book “The Primary Strictures
of Fabries™ in which fabric struc-
tures have been classified and the
use of terms carefully researched.
Her work has always been o gui-
dance to me and is the basis of all
the definitions | am proposing
here,

The problem of harness versus
shaft was brought up in the lettor
from the editor in the Winter 52-%23

by Clotidle Barrett

issue of The Weaver’s Journal. The
response of our readers did show
thut most weavers are concerned
and that such problems have heen
nagging them. They were happy to
be asked to express an opinion. In
generill, weavers who hased their
choice on usage and historical data

had strong arguments in favor of

harness, Those looking to the fu-
ture and to the availability of more
complex looms, favored shaft.

The problem of harness versus
sfraftis an important one but is by

far not unique. Let’s air out some of

the other problems concerned with
the exact meaning of words and
discuss their right (or wrong?)
usage.

[f words are used here that are not
defined and not understond. the
reader should refer to the book
mentioned above by Irene Emery.

WARDEP —The warp is the entire sef
of threads which is interlaced hy
the weft (or filling} to produce a
cloth. A fabric mayv huave two
warps: a ground warp which usu-
ally interlaces in plain weave and a
supplementary warp whose
threads make decorutive pattern
floats. Double weave and warp-
backed fabric have also two warps.

WARPTHREADS—WARPENDDS—

They arc the individual clements of

the warp. One working warp end
may consist of 2 or more threads.
However these threads are counted
asoneand are alwavs sleyedin the
same dent and threaded through
the same heddle.

WEFT—The welt is the entire sef of

cross threads which interlace with
the warp, Most fabrics have one
welt. Some weaves call for a ground
weft and o supplemoentary weft.
thus two wefts. Double weave und
weft-backed fabrics also have two
wefts. The weuving industry favors
the word FILLING, It has the same
meaning as weft,

WEFT PICK—WEFT SHOT—Both
words mean the same and vefer to
the passage of one weft clement
from one selvedge to the other,

THREADING—=The order in
which the warp is threaded
through the heddles of the shafts.

THREADING DRAFT—The
threading as it is symbolized on
graph paper (sce drafl conven-
tions),

DRAW —The word is derived from
the expression “drawing the warp
threads through the heddles”
whichisnow called “threuding™. It
18 only used in the expression
“straight draw”. On an S-shaft
loom a “straight draw” means
“threaded (1, 203, 4, 5, 6, 7, 8)
repeal.”

TREADLING—Theorderin which
the treadles are used. Only in a
"practical treadling” designed for
looms with insufficient treadles
should one be allowed to use two
treadles at the sume time. As a rule
one treadles lifts one or more
shufts, opens ashed and allows the
passage of a well pick.

Some looms such as table looms
und dobbies, have no treadles nor
tic-up, In such cases, the words
treadling and tie-up become mean-
ingless. Both functions are com-
hined und become the “lift plan”
fora table loom torder in which the
shafts are lifted} or a peg plin for
dobbies (pegging of the lags and
Ltheir sequence in the chain).

TTE-UP—The way the lreadles are
tied to the shafts.

DIRECT TIE-UP-—The treadles
areeach tied to one shaft. Treadle 1
to shafll 1, treadle 2 to shaft 2, ote.
This is often a practical tie-up used
when the loom has insufficient
treadles. Suely atie-up is then used
with o “practical treadling™ in
which two or more treadles are used
al the same time.
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PRACTICAL TIE-UP—When the
loom has less treadles than is
required by the weave structure,
the weaver ties the available trea-
dles to ecertain combinations of
shafts. The combinations are care-
fully studied so that, by using a
practical treadling and thus sev-
eral treadles at one time, all the
necessary sheds can be opened.

SKELETON TIE-UP—There is
really no reason for using this
luggubrious word.

DRAWDOWN—Graphic represen-
tation of the interlacement of warp
and weft.

Under the heading “draft conven-
tions” [ give good reason to sirike
that word cut of our vocabulary. I'd
like to see it replaced by “inter-
lacement”, ‘‘weave draft™ or
“weave structure”, My choice is
“weave draft”,

PLAIN WEAVE—Any fabric or
part of a fabric that has an under-
one-over-one interlacement with
one pick and interfaces in the oppo-
site way with the next. The weave
may be balanced (50750 or as many
ends per inch {epi) as picks perinch
(ppi) or may he warp-faced or
weft-faced.

TABBY—A tabby pick is a plain
weave pick that is thrown as a
binder between two pattern picks.
Tabby picks form a balanced plain
weave ground on which a supple-
mentary warp or welt makes pat-
tern floats. Tabby picks are used in
overshot and Summer and Winter.
The word binder may often be sub-
stituted but all binders do not
weave plain weave while tabby
does.

PROFIL.LE—Some threadings have
recognizeable units such as the
cal S
2 2
units Aland 1in Summer
and Winter. Each unit may be
repeated ad lib,, and thus forms a
threading block. Such blocks may
he drafted on graph paper. In a
threading profile each column
stands for an entire unit whilein a
regular threading each column
stands for one warp end. The pro-
file units are drafted as black
squares and the treadling blocks
86 SUMMER 1983 wJ

are named with capital letters A, 13,
C, ete.

Oneweaves paticrnin a blockifthe
interlacement of that section of the
warp with the weft i1s such that the
floats of the weave structure iwarp
floats or weft floats) are visible on
the face. The other threading
blocks which are woven al the
same time are cither woven as
background or as half tones { a
structure that is neither back-
ground nor pattern),

Some {readiings have recognizable
units, each of which may be re-
peated ad hib, to form o treadling
block. The dralt of these blocks is a
treadiing profife. Fach square of
such a drafl represents one trea-
dling unit. The treadling blocks are
named with Roman numerals I I,
I, ete.

block pattern
profile  draft- T ’
pattern wowven

as the blocks
are drawn in

treadiing profile

| I1-II| I‘{)
<

threading profileg

e ——— e

WEAVING AS THE BLOCKS
ARE DRAWN IN—Treadling
black I weaves pattern in threading
block A, treadling block 1 weaves
pattern in threading bloek B, ete.,
angd if the treadling profile is the
same as the threading profile, then
the fabric is woven as the blocks
are drawn in.

WEAVING AS THE THREADS
ARE DRAWN IN—I{ an n-shaft
threading has n treadles and each
of these treadles is numbered and
has o known tic-up, and if the trea-
dling order is the same as the
threading order, then the weaving
is as drawn in.

DRAFT CONVENTIONS

The problems of our weaving vo-
cabulary are serious e¢nough but
handweavers scem to disagree
even more about the ways a draft
should be written and read.

In orderto pointout the problems, 4
contemporary methods of drafting
in the U.S. arc illustrated here.

Fig. 1. The method advocated by
Harriet Tidball, (¢f: The Haendloom
Wegees by Harriet Tidball, HTH
Publishers, 7.0, Box 168, Freeland,
WA 98249). This method s the most
popular among US weavers toduy.

Fig. 2. The method used in The
Weaver's Journai., Beeause of my
great respect for H. Tidball and in
recognition of her work in hand-
weaving, the drafting svstem of
The Weaver's Journal 1s based on
the one ol Fig. 1.

Fig. 3. The method 1 propose to be
adopted by all publications and
Weavers,

Fig. 4. The method which is used by
the textile industry and on which
all dralting systems outside the
115, are hased.

THREADNNG —The shafts are
generally numbered from bollom to
top. The hottom row of the graph
corresponds to the shafl closest Lo
the weaver. The numbering is usu-
ally done on the side that the
threading sfarts. See Fig. 1o, 2a. 3a.
In Fig, 4 this is considered irrele-
vanil and there 18 no numbering.
The warp cnds are represented by @
or by color symbols (Fig. 1); by x’s,
color svmbols or numbers (Figs. 2
and 3); by x'sorsymbols otherthan
B (Fig. 4).

Note that I like to avoid color sym-
bnls in the threading or treadling
and prefer to have a separate draft
for“color orderin the warp™, “color
order in the weft”, Fig, 3b* shows
two methods of drafting a 171
alternation of dark and light in the
warp for one threading repeat.

Note that B is #of used to represent
warp ends in the threading of Figs.
2.4, and 4. I prefer to reserve B for
the units of a profile draft.

Reading the threading draft s
done fromright toleftin Figs, 1 and
2 from left to right in Figs. 3 and 4.
Harriet Tidball (IFig. 1) writes: The
draftis written and read from right
to left, the direction in which the
loom is threaded. This convention
was adopted in The Weaver's Jour-
nal (Fig. 2) and has proven to be
disastrous. Fiest of all, T always
thread my loom from lefl to right



sitting in front of the loom (see
W.. I, April 83, issue 28, pp. 66-67):;
second, [ have heen trained to read
and write from left to right and it
h:’.lb‘ hf:‘.('()m(_‘ S('(‘tmd nature t() d[) =0,
third, the industrial weavers and
most weavers outside the U.S. read
drafts from left to right (Fig. 4).

oo

[=][=]

-3 LD B

p:gtg TIE-UP-—It is universally adopted
B.-_ck 3 that o's are the symbols for rising
PiCk 1 sheds (risers. rising shafts) and x's

arc the symbols for sinking sheds

FIGURE 1

— — (sinkers, sinking shafts).
rising shed sinking

@ ia b) shed
456 1234a
o & - TXIX
eyt

————— +

Harriet Tidball (Fig. 1) states that
the tie-up is to be read from left to
of ik right. She places the tie-up draft to
o[0 A[X the left of the threading. In The
l, AT Weauver's Journal, the tie-up has
1 RERS been at the right of the threading

@ |t I {Fig. 2¢), the treadles are numbered
) from left to right but read in accor-
Sl 1l dance with the treadling.
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{standard tie-up)
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= In Figs. 2¢ and 3¢, the plain-weave

‘]— treadles are called a and b onfy if
“ they are tabby picks (bindees or
FIGURE 2 ground picks).

In Figs. 2and 3, the tic-up is located
T where the threading starés.

©T T LY The word standard twill tic-up is
too confusing to be kepl in our
—_— > X
1X X, 1 Ix RN L) vocabulary, In my opinion it refers
AENTRRS
g

[l

2] 7 only to Fig. 2¢* in which treadle 1
sinks shafts 1 + 2, ete. This word is
usefulonlyvifweavers havesinking
’ shed looms and want to weave
“overshot™ “as  the blocks  are
7 DK drawn in", because treadle 1 will
’ LTFEEB ® weave pattern in block A, treadle 2

or

-

-
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repeat

. or will weave pattern in block 13, ete,
1 X FEN NN

Thus the treadling profile can be
T matched up with the tic-up.
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FIGURE 3 The custom of using the word

’ weave draft

shaft 1234 @ e

@____._._ XX I

LT1T] AMRyED -Y—hq :
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3rd lag

2nd lag
1st lagi@

’ M risers
0 sinkers
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. 08 00
tie-up 00 09
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=

XX X X threading

12345678910 b= repeat wl ;
number left to right P ead left to right

FIGURE 5
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“standard twill tie-up™ dates back
tothe days when most weavers had
counterbalanced looms that were
always tied up according to Fig, 2¢*
and it became a standard,

In Fig. 4 there is no tie-up because
the draft has to be applicable to
looms that have no treadles. I the
wenve structure should require a
itwill tic-up a symbol such as— is
sulficient. It says that the weft
(horizontal line) goes under two
{warp ends), then over two, and
that there is a diagonal progres-
sion. For weaves olher than twill-
hased. the tie-up and treadling
must be derived from the weave
drafl.

TREADLING—The treadling is
alwayvs read vertically. Harrnet
Tidball (Fig. Ld) recommends read-
ing top to hottom and using B for
svmbols, Im Fig, 2d the treadling is
read top to bottom using 1 for sym-
bols (The W. J. reserves B {or profile
drafts).

There, as in reading the threading
draft, [ cannot recommend thatl we
stay with the system which H. Tid-
bhall advocated.

[n countries outside the 1.8, and in
the industry, the frst weft pick is
the bottom one. This is most logieal
a8 1t 15 equivalent to the position ol
the lirst welt pick as it is woven on
the loom. On the loom the weaving
progresses from bottom to top. Fig.
Ad.

In Fig. 14 there is no treadling
hecause there are no treadles, The
peg plan shown in Fig. 4d shows
thit the lirst lag which controls the
shed of the first weft pick is pegged

tolift shafts 1 and 2. This system is
the same as the one handweavers
use who work with table looms.

WEAVE DRAFT (FORMERLY
DRAWDOWN )—Harriet Tidball's
system {IMig. 1e) and the one that 1
have adopted for The W. J. and that
is based on it (Fig. 2e), show all
their negative points here und its
therefore that I urge all the weavers
tosupport me and adopt the system
shown in Fig. 3, Fig. le shows the
weave draft of @ stroaght twill,
Anyone would be tempted to call
this a right-hand twill, The diago-
nal line moves to the right as in
varn with a right-hand twist. How-
ever, the diagram of the cloth as it
is actually woven (Fig, 1) shows
that the twill, in reality, is o left-
hand twill. Itis very importunt that
there be no confusion about the
direction ol the Awill, The twist of
the yarns used to wenve twill
depends on the direction of the twill
and many fabrie designs (such as
plaited twills) are entirely based on
the changes of direction of twills.

The weave draft has te show the
correct direction of the freiffl!

In Fig. 3 the drafting svstem gives
the correct directions of the twall; it
is woven and drafted as o right-
hand twill.

The weave drafl of the industry is
shown in Fig. de. The first weft pick
is shown by the bottom row. The
first warp end is the outer left
column. The lines cutside the dia-
gram delineate one repeat (14 warp
ends, 1 weft picks). Notice the rela-
tionship hetween the weave dralt
tFilg. 4e) and the peg plan (Figs. 4d
and 7.

SINKERS AND RISERS—In the
weave draft (or interlacement dia-
gram of the warp and the welt) a
black square B stands for a “riser”
which means that at this point the
warp is lifted and the weft passes
under the warp. The white squares
O are sinkers.

If one deals with weaves which
hiave a supplementary weft, such
as overshot and Summer and Win-
ter, the weave draft as it is des-
cribed above is not very useful in
visualizing the pattern. For such
weaves, ohe heeds a draft of the
pattern weft only. The pattern weft
15 drafted by means of horizontal
lincs {colored if possible) which
show the well floals on the {ace of
the ¢loth. The tabby which is struce-
turially the most important clement
ot the lubric is not shown at all.
This drafi should also be written
and read from bottom to top.

SPELLING

M.ny textile terms have more than
one  correct spelling: Woollen-
woolen; selvedge-selvage; sett-set;
heckle-hackleflaxy: braking-break-
ing (flaxy; fiber-fibre. ote. As long as
the dictionary approves ol the
spetling. [ believe we should toa. AL
this Lime we have more importiant
things to agree upon. FFor the time
being, let it be the publisher’s pre-
rogalive Lo choose the speiling that
he she prefers.

Fig. 5 shows again the drafting
systemn which T hope weavers will
adopt.

Please send me vour comments aondd
suggestions, -

FABRIC CRAFT SCHOOL
Ernjov o creathve vacation in Sedona's
spectacular red rock country. Workshops

in all phases of handweaving and relaed
snhiects.

Instructors:  Inga Krook, Kalimar, Sweden:
Mary Pendleton, Sedona, Arlzona

College credit oplionad. Write for brochure.

O Box 233 » Sedona » Arlzona 86336
\ 6B¥2;2H2 3671 j
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Yarn blockers® and
Swifts of proven
design, beautifully
crafted in hardwood.
Brochure $1 from:

Traditional
Fiber Tools

885 Gtendower,
Ashland OR 97520

sYarnblocker Kits available.

FIBRE
FACTS

BY BETTE
. HOCHBERG

Whaavers guide Lo fibres and yvarns. How 19
choose and use them; finishing and care
Properties af natural and synthetic fibres;
and how they influence qualty, appearance,
perfarmance of textiles.

$5.95 at lacal stores, ar $8.95 postpaid from:

STRAW INTQ GOLD
3006 San Pablc Ave., Berheloy, CA 94702




SPACE DYEING WITH FIBER-REACTIVE DYES

Variegated yarns are hecoming
increasingly popular among those
who work with fibers. Because of
the warn’s constantly changing
pattern of colors, effects can be
created that wouldn't be possible
using conventionally dyed skeins.
The subtle-colored variegated
yarns, when knitted or woven, give
a soft, flowing movement of color to
the fabric, while the more drama-
tic-colored varns create a look that
is alive with the vibrant excitement
of contrasting hues. Used as an
accent, the multi-colored yarns
give a subtle emphasis of color;
there is no strong vertical or horiz-
ontal pull of the eye as a result of
the color changes in the yarn.

Through a process known as space
dyeing, it is possible to create your
own variegated varns. Dyers have
the added advantage of custom
designing their own skeins to ob-

by Linda Knutson

tain any desired color combination,
and to give their work a unique and
distinctive appearance. In addi-
tion, these yarns can be produced
for a fraction of the price it costs te
buy them.

The method used to obtain a varie-
gated effect depends on the type of
dye being used. This article will
concentrate on space dyeing with
the fiber-reactive dyes. Fiber-reac-
tive dyes such as Procion MX and
Cibacron F are used todye all cellu-
lose fibers including cotton, jute,
linen and rayon (a man-made cellu-
lose fiber}. Silk, a protein fiber, can
also be eastly dyed with the fiber-
reactive dyes.

Before any dyeing begins, it is
helpful to have an understanding
of the dyes being used and how
they react in the dyepot. A know-
ledgeable dyer is free to experiment
with the dyeing process to produce

some interesting color effects. An
ignorant dyer, however, may un-
knowingly affecl the fasiness pro-
perties of the dyes, cause a large
portion of the dye to be wasted, or
even endanger his or her health by
mishandling the dyes,

Fiber-reactive dves form a very
strong chemical bond (covalent
bond) with the dydroxyl groups
{OH) found in both cellulose fiber
and water, Unfortunately, any of
the dve that reacts with water is
wasted and ends up going down the
drain. To help reduce the amount of
dyve that is wasted, table salt is
added to the dyebath. The salt low-
ers the solubility of the dyein water
which, in turn, favors dve adsorp-
tion by the fiber.

The amount of sall and water used
when space dyeing is calculated in
the same manner as for immersion
dyeing. Instructions are available
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from any distributor selling the
dyes. Choose a large enough dye
bath container (for example, a
large plastic dish), so that the yarn
can be spread in a single layer. If
the amount of water added to the
dye bath completely covers the
yvarn, reduce the volume so that the
top portion of the skein extends
above the water level. It 1s impor-
tant for dyers to avoid using more
water than the dyeing procedure
requires; an excess weakens the
dye results since more water is
available to react with the dye. The
yarns to be dyed can either be
scoured and damp when placed in
the dye bath or dry. Experiment to
see the different effects that can be
produced.

Any color combination desired can
be used when space dyeing; colors
closein hueor value give a subdued
color effect, while distinct con-
trasts in hue and value create a
bolder appearance. Dye samples
serve as a useful reference when
making color choices because the
dyer already knows how the colors
will appear and the formulas re-
quired for mixing them. If unfamil-
iar with how a dye coler will look,
first dye a sample and record the
results for future use. Turquoiseis a
difficult color to work with when
space dyeing. If you are using this
color as part of a mix, experiment
first to see if the results are
acceptable,

After the coler choices have been
made and the dye formulas worked
out, mix the dyes to be used in
separate containers. Clear plastic
cups are convenient, Again, refer to
the dyeing instructions normally
used to determine how much of
each dye color is needed for the
weight of yarn being dyed. Then
mix up about twice as much of each
dye color as would be normally
used. Experience will help deter-
mine how much dye solution is
needed to obiain a particular result.
Then apply the dyes directly to the
varns with the effect thatis wanted
determining the placement of each
dye color. Value contrasts are
achieved by varying the quantity
of dye that is added. The more dye
30 SUMMER 1983  WJ

that is applied to a particular area,
the darker the resulting color; con-
versely, a pale value is achieved by
simply using less dye.

A syringe {minus the needle) works
well for applying the dyes as
opposed to pouring them on. Not
only does its use allow for better
control, but its shape makes it pos-
sible to get some of the dye down
into the skein. When solutions are
poured on, the underside of the
yarn often does not come in contact
with the dyes. Never stir the dye-
bath when space dyeing!

Once the dyes have heen applied, it
is necessary to wait for a sufficient
period of time to give them a chance
to be adsorbed by the fiber. Al
though the dves do not bond chem-
ically with the fiber at this time,
this step is necessary to allow as
much dye as possible to diffuse into
the fiber; otherwise, the dyeing will
be weakened, with more of the dye
reacting instead with the water.

It is not until sodium carbonate*,
an alkali, is added to the dyebath
that the dye chemically bands with
the fiber. The sodium carbonate
raises the pH of the dyebath
(makes 1t alkaline) which allows
the dye reaction to oceur, Dissolve
the sodium carbonate in a small
amount of hot water and then,
either by pouring from a cup or
drizzling with a syringe, apply the
solution directly to the fiber. As in
the above step, give the dye suffi-
cient time to react completely with
the fiber.

After thedyereaction is completed,
it is important to follow carefully
the distributor's recommendations
for rinsing the fiber. The dye that
has reacted with the water in the
dyebath is still attracted to the
fiber and must be completely re-
moved, requiring a three-step
washing procedure. If this process
is not followed, the fiber will bleed
when washed.

Fivers hore tradittonally used washing
sada as their suuree of sodium carbonafe.
Revently, the munufacturcrs of this product
“rmproved’” o by adding Oleack wohich.
anfurtunately interferes with the dye reac
tion, Sidiam carbonate should nowe be pur-
clhased fronn dye distributors,

In addition to the color variations
achieved by working with several
dye colers and varying the
amounts applied to different areas
of the yarn, it is possible to obtain
some subtle color nuances by dye-
ing a variety of cellulose fibers
together in the same dyepot (See
photo 1). Rayon, mercerized cotton,
silk, linen and unmercerized cot-
ton, for example, will each take the
same dye somewhat differently. In
general, viscose rayon will dye the
deepest followed by mercerized cot-
ton, linen and then unmercerized
cotton.

An ikat-like effect can be obtained
by space dyeing the fiber after it
has been warped (See photo 2). Pre-
pare the warp in the usual manner
but, in addition to the ties used to
mark the cross, secure the warp
approximately every one to two
yvards with a piece of wool yarn
loosely tied (to avoid a tie-dye look)
in a figure-eight fashion. This will
help to prevent the warp from tan-
gling in the dyepot. The warp can
be loosely chained before dyeing.

Don't be afraid to experiment with
the space dyeing process described
in this article to develop your own
personalized approach. Many var-
lations are possible, as long as the
method meets the requirements of
the dye reaction. Beautiful and
exciting color effects in yarns can
be created by space dyeing; the
fiber artist who is also a dyer is free
to explore this technique to develop
the look he or she is after.

ABOQUT THE AUTHOR: Linda Knutson is
e dyver and garment weaver in Yakima,
Washington. She has written the book Syn-
thetic Dyes for Natural Fibers (Madrona
Publishers, 2116 Western Ave., Seattle, WA
981210, and produced the dye sample note-
Buok “Shades of Wool " (Shades of Wool, Rt.
4 Box 268 B. Yakima, WA 9K308) for the
Kiton-type acid dyes. As a weaver, she
works with an inventory of just white yarns
in many different textures and fibers and
dyes anfy the amount of yarns she needs for
a particular project in the colors of her
choice. Linda also teaches synthetic dye
workshops where she emphasizes ¢ con-
trolled methaod of dyeing so thut colors can
easily be reproduced for any fiber weight.
And, it is not unusual for students to leave
the workshop with close to 400 color samples
for their reference notebooks. In addition,
Linda dues custom dyeing for other fiber
artists. SAcisa memberof Desert Fiber Arts
und Fiber Artists of Central Washington. »
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ARILZONA

Mesa, Dec 1. 1983 Gih Annual Vahk Juried Compettior.
Shdes due for jurying from Anzona. Colorado, New Mexico,
and Wtah Fornformation write: Sultural Acivihies Depart-
ment Gallery, P RBox 1466, Mesa A7 BR2M

CALIFCRANIA

Fulierign. Aug 14-Sen 5 1984 Weavers tour to Ireland and
the Lruted Kingdoem (Mffered by the Fullertnn T-awnl Ceater
with Barbara Baggeruver as drectorn and educativnal guide
Tour s ehgible for college credit. For inlormation Barkaia
Baggercer, 2930 Seaucia Ave | Fuberten, CA B2605,

Ventura. Nowv  4.270 (ORS Venlurs Counly Handweavers
Guild Fall Show and Sale Held it vootura County Histoneal
Museun 100 F Mamn 51 Ventura, Ca 830010 For mure
mtermaticn contact dan Keynalds Eubank. Yenture County
Handweavers Guld PO Hox 7210 Yenlura CA 9406

COLORADO

Durango. July 14-19 1983 Intermauntain Weave- s Confer-
ence on the campus of Pt Lews College Waorkshops
seminars Domonstrabians Commercial Exkibits Forirfor-
mation send SASETU Lens Sell BLH0E Cur P Tnesor AL
L4710

Copper Mounatain. Aug 13 14 1983 Third Annual Homespun
Arts and Cralts Festival Exhitihion. sale entertainment
Held at Copper Mountain Resort. For more informaticn
wnte Jackie Bensinger, PO Box 3003, Copper Mountaim,
CO 80443

CONNECTICN

Guitlarg. Jul 14-16 1283 2611 arnual Guaillard Handoatls
Exposition sporsored by Guilterd Hardorafs ne Apphica-
hondeadhing Jan 31 YHES Wrte Guiford Handoralts EXPO
834 Box 221, GGultard CT 36437

Guillerd. Oct 2 29 1983 Traditional & Contempary Baskets
& CGholls Qnginal work Juned  Held at Guilfurd Handeraft
Center Deadlme Aug 1 For indormanon send SASE 10
Fernn blubbard The Mill Gaelery a1 GHE, Box 221 Roule 77
Guiltord ©1 06447

GEQRGIA

Atlania, Oct 6-8. 1982 aflania Chall Show Held at Atlanta
Crvic Cortar Eataes will be judged Commercial baoths For
itormabian wrile Dean Goletie 1334 Peauntres Rd NE
Atlanta (54 30309

ILLINGHS

MI. ¥ernon, Sep 1011 1983 Seventh annual Cedarhurst
Craft Far Sponsaed by The Milchell Museum and beld on
the miuseum grounds Exbits displiys  demenstrations
Fer more informatiun wote Cedahurst Crafl Far PO Box
924, Mt vernon L G2EB4

Chicago. Nov. 6, 1992-Jan. ¢ 1983 Magdalena Abakanowicz
retrospective to premiere in Chicage This retrospective sur-
veys her work of the last 20 years, from her monumenial,
three-dimensional wovan sculptures of the mid- 19605
edrly 1970y - the Abakars - al The Cullural Cemter to her
cycles of sculptures pased on the human higude dating fram
the 19705 1o the present and callectively called the
Alterabons dl the Museum of Comempoarary Art A recent
graup oflaige arawings will complament the sculptures The
installations ab each rocabion will be conceved of as 1otal
envionmenial works ol art by the arfes) who wiel travel from
Foland to execute them perscnally. .

Subseguert tods premicie a3l the Maseam of Confemporary
Arvand The Cuitural Centar - Magualena Abakanown:e” will
Tour to:

Portiand A1 Museum and Fortland Genter for the Visual Ars,
Lrregon - Fen PE-Apr 22 1984

Dailas Museum of Fine Arts Texas Jun 21 Aug 19 1084
Frederich S Wright Art Gallery 1he Uriversity of Califorma,
Los Angeles - Sep 23-Nav 11 18484

Fellowing s North American tour 1he exfibiion will be
presenled al distinguished museuwms in dapan

1WA

Ames. Jul €-9 1863 Herrloom to Herrloom Ouitters Confer-
ence '83 Held a1 Brunnier Gallery ang Museum, Scheman
Building lowa State Center. Ames, 1A 50010 Keynole
speaker Mana McConmck-Snyder

COMING
EVENTS

Crolon-on-Hugson. Sep 24-25 1982 9tk Annual Croton
Cralt Far spoasored by the Crgton Liuns Club and the Wesl -
chester County Dept of Parks, Hecreation and Conservalon
Held at Crolon Peirt Park Tas maore idarmat-on winite
Monya Brown 33 Leangton v Croton on Hedsor NY
T05PD

MORTH CAHOLINA

KANSAL

Wichita. Ot 16 New #00 TBES  Kansas Siber Drectiors 63
wil he bBeld At the Wichea A Muscoar Wichita KS Co
sponsoeed by the W ehea Haedwoavers Spoenecs god Dyers
Guld and Lhe Wash ta Art Mosenm Janed Feomformis
wire Kansas Diber Doechons 83 4038 € Eaghsh Wicly
KE Lisw1s

MARYL AN

College Park. S P35 24 19ES Sym imoon the Ristangal
aspects ol coverlels and ther signchicasre Ken Colwnll s
cuflechon The Woven Hecord” well ieoen cxh b Eckraagh
ot 23 Held and aaribated 4l The Ui veresily Of Marylyag
College Park camous Fornoie miarmttionr wote Jo Paolaih
ac Clarta Anaoraon Uneear sy OF BMarylard, Sotlege Hak,
MY 2N7a

MAGSACHLIGETTS

Amhersl July 13 °7 AR Refore MEWS wommshops S1udy
wilh Masy Elva B Anico Kerneas, Patarcia Lyster Nonaa
Miler Marge Buorer, Mary Snede Fooarfoimiation woie
Mrs Rary Yusks 17 Stanley Hoad Nowall KA D20681

Amharst. July 17-22 19893 Weavers Soecnin Lnenrsity of
Massachusents. Amnerat MA D007 Keynole spedber Max
Lendermar Speria nterest qroups. Leclules, Swip sns-
wiens Hoor shows Tor nfoomat onwrnte Mes BMary Yuskao,
17 Srncrey Rond Norwel BA 02061

MISEQLIR

University City, “Mussours At ceied Crall Faers 1983 15 riow
reddy fordisinhaten To order sead 52 00 and SARE S Craft
Allance Educanon Cenlen GE4) Delimanr Hlvd  Unevees by
oty MOEYE

MONT AN

Bozeman. July 4-B. 1983 Eleventh Bienmal Sonterence of 1he
Azsociation of NanhwestWeaver 5 Guildsentiled Fiber Flar
spungored by The Boserman Weaver's Guild Held on Man-
tana State University campus. Waorkshops, Scnmnars Com
merical Exkibits Sample Exchange Foroinformatior SASE
te Ellen Alvord 2201 Ridge Trail Ad Boseman MT 50715

NEW JERSEY

Laurenceyille, July 29-31 1933 The Mid Atlanne Fibre Asso-
ciztigns saliciting resumes and class outhnes fram teachers
interested 0 mini-sessions of the 2nd Wd Atantic Fibre
Crnlerence Far infarmation wote Kaea Schafer Waisel
Youth Hoslel R D 3. CGakerlown PA 18951

NEW ME XIS

Lag Alamos. Jul 29 Aug 21 1983 New Mexico Trree Cal-
tures. One Magic™ d in-cultural extibit o work by Incian,
Spamsh and Anglo atsts will aper at Fullen & Center Laos
Alamos N8 For additondl intormation write: Karen Noll
Purucker, PO Baoa 790 Lis Alamas NM BTS544

Las Cruces, Mar 1-25 18B4 "Handwowven 19847 a uned show
will be displaged at the Neow Moaoco State Uaversity
Museun. Las Cruces. MM 88003 For o prospesius wire
Helen Garner New Mesico Weavers Canfarcnoe, 2105 Cal-e
ded Encanle Las Croves, MM BBEOUL

Las Cruces. Mar 23-25. 1984, Second Mew Mexico Weavers
Canterence hosted by Mesilla Valley Handweavers Guid
Waorkshops, seminars tashaen show commercial exhibrs
juried shaw For mare mfaermation conlact Nacy Sorang
1105 Calle del Encante Las Creaces, NM 38005

MNEW Y ORK

Syracuse. dug 27 HSep. % 1983 New York State Farr Weav.ng
Compenbian Opentoall weavers Judged compeniban Entry
deadhine Aag 8 1983 Scheduleand entey form A EFlome
Center Catalog MNew York Slale Far, Syracuse NY 13066
Inuiries Bevellee Baker, 90B Kintry Moo, Fayetiovitle, NY
13066,

Syracuse. Sepl 24 25 1383 Cenbal Mew Yok Hand
Spnmers Senonar spensored by The Golden Fleece Span.
ring Sociely of Badwinsville NY  Faroadarmation winte
Gulden Fleece Spinmng Soviely. oo Mrs Betsy Walker, RD
1 Bieed Rd. Baldwirsulle NY 13027

Br
weaving  Fe
Svhaol B

Juso 3 T8ED Workshops, Spnering dyeing,
mformat enowrete danre © Camphel Folk
et BNOPRAOP

PENNSTYLVANIA

Monroeville. Sep 30-0ct 2 1983 Eastern Great Lakes Fiber
Canterence Held at West Wing of Expo Marl Fash-on show
Exrututs Commerc-al Exfubits Farindarmatian wnte Peggy
Casl Pelle, 1 F Piedshargs St Delmont PA 15626

TESMESGEE

Gallinburg. Fxmih wons Al Acowmrant Scnool of A and
Crittis Jur SoAaug 19 1983 Arrcwmant Taculty “Mised
Fedi Ang 28 Sap F0O1933 0 Acrowrien Peeoenanact Arl
Gol echie Eabnbt wng Sope 26 Qot 79 18683 “Focus the
Y gafulihioss ol s lase des:yn sk Sep M6-0ut 79
1963 From the Collechion of an gxhiamon ob histeng
sutlace wark fron the oot on of contempeary surface
[ IRETE MR TR A B

Galltnburg. Sep PB-O¢t " 1983 Surtace Design B3:The
Artat in Focus 7 Major presentations angd worksnops by
Lenure Dav 5. Ana Lisa Hedstront, Ina Kozel, Edward Lam
her!. Pamela Scheinman & Smigeks Spaar Demansiratiens
Extbis For morg indormation wete Arrowmaont School ot
Arts & Cralts PO Box 567 Gathnburg TH 37738

Gatlinburg, Noy 5. 1983-Jan. 7 1964, National juried exhibi-
tion sponsared by Arrpwmont Schodt. 2 and 3 dimensiznal
media Shde ertrnies due Sept 10 fuweor FoClark Stewarl,
Professor ot An University of Tennessee, Write Arrgwnmont
Sehoal, Box SE7. Gathnbarg, TN 37738

WISLOMNSIN

Mineral Point. July 7-9 1983 First Annoal Conterence on the
Creatnn of Camplex Weave Stroctures The conlerence will
aucep! pdapersrelated 1o Dle kaown Fustonc or @thmic woven
structines or thaose invalving nnovative concepts and tech-
nlques including those pertarmng 1 the ubihzangn or modifi
cation of equpment Submigsions shauld be inone af thrae
areas {a) Elhnic woven structures (b) Histencal research. (o)
Innoyatve manmnpulaben of weave struciures Cantnibuted
pagens will be allocated 20 min Send a draft of your paper
belore the conlgrance Absiracts of papers shoguld besent by
10 May 1983 to Joyce Marguess Carey School of Faroly
Resources and Consumer Sciences Umversity of Wisconzin,
Machzon W1 S3706 Forinfarmation on accomodation con-
tact Ken Calwell The Looms Shake Rag Street Mineral
Point Wi B3kEs

Sheboygan. July 16-1¢ 1963 Thareenth Annual Ouidocor
Arts Festival Held atgrourds ard dreas adjacent to the John
Michae Kohiar Arls Centgr BO8 New Youk Sve | Shebaygan.
Wl Juued Entry deadine May 11983 5 shides reguered
Exhibtions, Workshops For angre informaban wate  John
Michael Kohler Arts Center 608 New York Ave , Sheboygan
W1 53081

Whitewaler. July "5 Ang 17 1883 The Bth Ansnual Fiber aon
Textle Exh bat & Celedratior of Crealivily - sponsored by
e Whilswaler Spaarers and Weavers Guidd Held in the
Croszman Callasy an e Unyersty o Wisconsin-Whate-
walr campos FTorndosmation wake Sara 2 Woads Bt 2
Bux 144 Whilewaler Wi HE1390

WASHINGTOM. D C

Textile Musaum. Jun 16-Aug 21, 1983 “The Scandinavian
Touch” aneshibmon of approwmately B0 warks by 2Hextive
artists from the countries of Denmark, Finland, Iceland, Nor-
way and Sweden as part of the Scandingvia Today celebra-
tHan Wall 1apasines tree-standing andg hanging sculpture,
rya rugs, unique texliles woven of hair, coats Exbiber at
Teatile Museunr. 2320 "5 Street MW . Washington O C
20008 For mare inlormation write' Debby Striner at the Tex-
tile Muséeum

ONTARIQ CANADA

OTTAWA. Got. 14-16. 1983 Annual Conference oithe Onfang
Handweavers and Spinners Hested by Outaoudss Spinners
and Weavers Guid “"Cotions 83" Speaker Helena Harn-
maick Juried axhibiten sepunars, fashion show, guitd
shows. For infarmation write. Befly Kirby. 8% Rend Auenue
Ottawa, Ontano, Canada K1V 171
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~ New Glimakra looms.
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i
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A brand new sciection, of the highest Swedish quality
and craftsmanship. Viking—a jack loom especially
designed for the American weaver. Susanna—a rigid
heddle loom available in 1984. Sara—our large
weaving frame. And Regina—the Glimikra tapestry
loom with treadles and beater.

In addition, we carry the full line of Borgs' famous,
top quality wools, cottons, linens and cottolins ( 50%
cotton/50% linen ), including a new 2/2 cotton yarn
for weaving and knitting,

We also stock America's largest selection of
Swedish weaving books and the new Tieasure Chest
of Swedish Weaving.

Our products are sold all over the country through
a nctwork of the best weaving and varns stores. Ask
yours today for a Glimakra loom demonstration and
let them show you our weaving books and sample
cards of over 1000 Borgs color samples, too. Or call
toll free 1-800-THE-YARN. And discover the pleasure
of weaving with the best.

Glimikra is just one of the many Swedish compan-
ies pledged to the Swedish tradition of excellence.

A tradition you can see¢ in the way we do business, in
the way we live and in our unspoiled landscape of
mountains, forests and sparkling lakes.

| Get close to the Scandinavian magic of Sweden. Qur
Please send detailed informziion on Swedish vacation oplions. | products, our people, our land. Come be our guest.

- | . - Sweden.
|| B B Where innovation
|
|

Name: . e

I ) is more than just a tradition.

Cut out andd mail this coupon to
the Swedish Tourist Board,

!
|
!
| Address: . —
i
I
I 75 Rockefeller Plaza, New York, XY, 10019

Glimikra Looms’'n Yarns, Inc. PO. Box 16157, Rocky River,
Climakrs OH 44116, 216-333-7595, Western Division: BO.Box 1271,
i | Sonoma, CA 95476. 707-938.8229.
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In the Swedish tradition

FOT'EES YRrns

. "\-.H'H,_'L_' I d '

Il i

fabrics . . . from begin-

ners o advanced professional

weavers ., . . Swedish tradition means

Glimakria Looms and Borgs Yarns.

Send 32,50 for our full-color catalop introducing our

extensive line of looms and weaving accessories,

Ask your yarn store to show you the Borgs sample cards

= over 100 separate color samples of woals, cottons,

linens, and cottolins {50/50) . . . or send S10.00 for vour
|:|.rm]'|]r.'1|.= sel,

'n YARNS, INC.

" PO Box 16157- W7 * 19285 Detroit Road * Rocky River. OH 44116 (216) 333.7595

This picture also available as a poster. Please send $3.95 for postage and handling.




THE WEAVER’S MARKET-CLASSIFIED

PUBLICATIONS

COMPUTER AIDED DESIGN—Self guiding
cassette programs, free of computer jargon.
DRAWDOWN 1. Introductory. DRAWDOWN
2. Advanced. For VIC-20 with BK/16K expan-
sion. TV display or printer copy oncommand.,
Specify threading. tie-up, treadling; compu-
ter provides drawdown. Suitable for profile
drafts. 522 50 each. A & J. KORPEL. 2013
Laurence Ct . towa City, |A 52240. Tel: 319-
354-1071, after 6 p.m,

Indigo| NEW revised edition
o | Send $5.95 100 Indigo Press
ol | DOROTHY MILLER
5950 Fern Flat Rd

Aptos, CA 95003
Order form for Free indigo seeds ineach ook

“FIBRE FORUM" is the quarterly magazine of
the textile arts of Australia. Subscriptions in
19583 are §$16 in the U.S. and $20in Canada.
Articies on all aspects of textile expression.
Subscribe through R. L. SHEP, Box C-20.
Lopez. WA 88261 Fee should accompany
subscription.

PATTERN DEVICES FOR HANDWEAVERS —
125 pages, illustrated. Instructions for Bei-
derwand. damask, double weave, twills, sup-
plementary warp and weft patterning using
standard looms, modifications, and special
devices including pick-up sticks, long-eyed
heddles, pattern harnesses, and drawlooms.
$18.00 plus $2.00 shipping. DORAMAY
KEASBEY, 5031 Alta Vista Road. Bethesda,
MD 20814,

Fate 1s 50¢ per word— 510 00 rmurimum
Deadlhine for Fall (October) 1983 is5ue 15 August 1

COMPUCRAFTS Introduces "THE WEAVER"

18983, The latest and the BEST computer
weaving drawdown program avaiable for
APPLE Il PLUS Up to 8 harnesses. 10 trea-
dles. 280 warps. 160 wefts Features cotar.
magnification. rnising vs. sinking sheds prnint-
outs Weave one row ata lime or a screen at a
time. Creale a data-base of designs and
drafts. GUARANTEED EASY AND FAST
Chsc plus manual 34995 Send for yours
today OR for more nformation contact
COMPUCRAFTS. RFD 2 Box 216, Lincoln
MA 01773

HUNGRY FOR UNUSUAL weaving and lex-
trle books? Wereview them. We tell you where
to buy them. $11/year. guarterly magarzine
plus FREE exciting catalogue THE TEXTILE
BOOKLIST. Box C-70W Lopex Island. WA
98281,

BOOKS. "Four-Harness Huck™ 5650 post-
paid. "Inkle” £20 00 postpaid. Payment with
order. EVELYN NEHER 203 Boston Street,
Guiford CT (6437

STUDY OPPORTUNITIES

IRELAND. Insh Willow Basketry Workshops.
Nightly Celtic Storytelling. Comfortable Irish
Hotel. Brochure: KELLYCRAFTS. 4812H
California Street. San Francisco, CA 94118

BOOKS FOR THE HOME CRAFTSMAN

EARTH BASKETRY Known as Complote Basket

Manual Hard cover. . . $7.85
THE JOY OF HANDWEAVING. Baswc instruction

far beginners with guidance for

teachers 40 step by step lessons

Hard cover $7 8h

RUGWEAVING FOR EVERYONE. Pile, Tapestiry

4 to B-harness. Tuhad and Frat

techniges Paperback. . . 2450
EOEBIN LACE STEF €% STEF: Directians for

making your own pullow beginners &

practical patierng 37 50

O5MA GALLINGER TCD
WEAWING 5TUDIQ
N9 Mendoza Ave

Caral Gabres FL 33134

The Goodtellow Catalog
of Wonderful ThingsNo.3

“A germine labor of love’'
—The Washington Post

‘A Best Bet'’
—MNew York Magazine

“Irresistible wish hook*’
--Cafifornia Magazine

“The ultimate in direct
mail-order catalogs’’
—Country Living

Anenormous volume . . |
—Mis. Magazine

720 pages, over 3 pounds, 1,433
photos. The Goodiellow Catalog is
the largest mail-order crafts catalog
ever assembled. Over 5,000 items
available directly from 680 of
America's finest crafispeople,
$19.95 plus $2.50 shipping from:
Goodfellow Catalog Press, Box
4520, Berkeley, CA 94704. (415)
428-0142. Money back guarantee.

om

QUALITY RECDS FOR OVER 50 YEARS

BREET

Made to your specifications,
any dents per inch,
lengths and widths.

Weite for price list:

BRADSHAW MANUFACTURING CO.
P.Q3. Box 425
West Columbia, S.C. 29171 USA
(B03) 794.1151
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HANDWEAVING WORKSHOP
M. CHRISTEN
Schuttershafstrant 24
2000 Antwerpen (Belgiumy

Organizes a course of 1 or more weeks in basic
tapestry lechniques. Flemish Gobelins, haute
lisse) basse liswe, from Aupust il December
19 Information at abuve address,

YEAR ROUND ART AND FIBER SCHOOL
offering harness weaving, off-loom. tapestry
and modular fashion weaving, basic design.
drawing/compaosition and beginning oil paint-
ing. NORTH SHORE FIBRE ARTS STUDIOS
SCHOOL/GALLERY. 7301 N. Long Acre Rd..
Miwaukee, W 53217,

SUMMER WORKSHOPS— Qvershot & tapes-
try weaving. custom spinning. rugbraiding,
bobbin lacemaking., more! AUGUSTA, Box
WJ. Davis & Elkins College. Elkins, WV 26241

YARNS, FIBERS AND
FLEECE

HAND-DYED YARNS in seasonal colors for
Spring, Summer. Autumn and Winter people.
Send $1.00 and your season to receive sam-
ple card in seven colors plus samples of
handspun. vegetal-dyed vyarns. Al five
cards--$3.00. JENNI SILBERSTEIN, P.O.
Box 2251, Richmond, CA 94801,

100% COTTON Yarns. Fibers, Patterns. Ex-
tensive Mail-Order Catalog/Samples §2. Rain-
bhow Colors— Many Sizes. New Perle Cotton
over4Q cotors COTTON CLOUDS, P O. Box
G04-WJ), Safford. AZ 85546,

MILL END YARNS, (hreads, etc. Natural, syn-
thetic and blends, varied sizes and types New
items added constantly. Low mill end prices
onyarns. Sample ¢calalog and maiting listfor 1
year$2 YARN BARN. P.O.Box 1191, Canton,
GA 30114,

SHEEPSKIN PIECES—Cleaned. random sizes.
Make rugs. vests, sealcovers. Instructions
with order. 1 |b. $4.00. 5 ibs. $16. 10 Ibs. §28:
plus shipping. CUSTOM HANDWEAVING.
Box 477, Dept. WJ, Redondo Beach, CA
80277-0477.

100% NEW ZEALAND WOOL MILL ENDS—
Hundreds of colors in weaving weights, $3.50
th/10 or $2.75 Ib/over 40 |b. Send $4.00 for a
color card & specials or send us your colors
to match. Please add $.30/1b shipping East of
Miss. or $60/1b West of Miss. MICHAELIAN &
KOHLBERG, Dept. W, 295 5th Ave., New
York. NY 10016,



MOHAIR—WOOL LOOP-—NEW STOCK 17
colors. Also Alpaca and specialty wools.
Sampies: $1 plus #10 SASE (37¢). CUSTOM
HANDWEAVING, Box 477. Dept. WJ, Re-
dondo Beach, CA 90277-0477,

SPECIAL PRICE, $29.00/1b_, excellent guality.
78% brushed mohair, 23 colors. Samples
$2.00. NORWEGIAN TAPESTRY vyarns,
superb guality. 3 weights, 216 yarns, samples
$3.75. Save when buying your laom through

THE UNIGUE, 21'%» East Bijou, Colorado
Springs, CO 80903
- PimasUplandsAcala

COTTON LINT tor Spmnmg N
Six dyed shades also . o
avar!ab,'e from: '

Spin 'n Weave

. 2725 N. Campbet! Ave. Tucson, Az, 8571
e For samples and information SASE .

MOHAIR-WOOL YARN. Good sensible
straight. no ioops fuzz or slubs. 455 yds./ib.
lowest price! Wholesale oniy. Sample $1.00
and LSASE. THE CATHERINE CUSTOM
YARNS, 1405 Passum Trot, Austin, TX 78703,

SILK YARNS—Wide variety. naturals and
dyed colors, warp. weft, knitting. Send $2.00
for samples. STRAW INTO GOLD. 3006-wW
San Pablo. Berkeley, CA 94702

SILKS-TRAM, TUSSAH, DOUPIONNI & SPUN.
Many new colors and sizes. Samples $3.
CUSTOM HANDWEAVING. Box 477. Dept.
WJ. Redondo Beach, CA 90277-0477.
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IRONSTONE
YARNS

FANCY YARNS
from England
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6 NEW COLORS

e Six Textures
¢ Seventeen Shades
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Ask af paur locat varn shap for our yarns

[P

Ironstone Warehouse
P.0. Box 196, Dept. WJ1
Uxbndge, Mass. 01569
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MISCELLANEOUS

DRUM CARDERS. You can't beat these
drums, but they really can card wool. Ask
somebody who has one. Free brochure. From
$140 1.5 ppd. PATRICK GREEN CARDERS,
48793 Chilliwack Lake Rd.. B R. 8, Sardis.
B.C . Canada VOX 1Y(,

BEAUTIFULLY CRAFTED hardwood spinning
and weaving equipment—- Squirrel Cage
Swifts, Drum Carder Needles. Yarnblockers
(kits available} and an attachment that
quickly converts our Yarnblocker into a
Hornizontal Warping Reel. llustrated brochure
51 from: TRADITIONAL FIBER TOQLS, 885
Glendower, Ashland. OR 87520,

WANTED: Weavers, teachers to seil our large
selection imported and domestic yarns from
home on commssion. No inventory, small
investment required. THE UNIQUE, 21+ East
Bijou St., Colerado Springs. CO 80903,

STURDY, PORTABLE LOOMS designed for
four harness or rigid heddle weaving tech-
nigues: 207 model excellent for sampling
loom or teaching tool. Widths up to 457
avallable. More information available from
WILLOW TREE LOOMS, P.O. Box 386,
Lincaln, AR 72744 or Debbie Ott, LOOMS
AND HANDSPUN, Glenella. Manitoba, Can-
ada ROJ OVO

SPINNING KIT: includes instructions, drop
spindle, fleece and knit hat pattern -- $16.00.
CREATIVE CROCHET BOOKLET: includes
modular vest pattern. dimensional crochet
ideas—54.00. YARNS BY MAIL: samples—
$2.50 PAT-WELL, Box 17168, Milwaukee, W
53217,

HAND-WOVEN GUATEMALAN FABRIC, 100%
Cottan. Beautiful traditional and designer
patterns. Samples $2.00. LAS MANOS. Box
515, Lower Lake, CA 95457

FLOOR & TABLE LOOMS designed by Rolto
Purrington, made by the NORRISES, 52w
Willowbrook Road, Storrs, CT 06268, SASE
for brochure.

NewImproved PAULA’S PICKER

® BALL-BEARING ACTION
® SAFETY LOCK-UP

® HARDENED STEEL POINTS
& FREE BROCHURE

The only Picker used and re-
commended by Paula Simmaons

Patrick Green Carders

LTD.
48793 Chilliwack Lake Rd., R.R.8
Sardis, B.C., Canada VOX IYQ
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“WEAVING IS

MY LIFE
and MY
LIVELIHOOD”

One day I started thinking.
There 1 was making my
living as a teacher. Yet,
my heartfelt passion in

life was weaving.
Fortunately, I discovered
the AVL line of production
looms.

There was the key. ..
Production. My life's work
is now my passion.

I am a weaver, I can

now provide for my family
in 2 manner befitting my
talent. You can too

with AVL... Naturally.

L~

Redding, CA

Send $1.00
for a brochure of
the complete AVL line
of production looms

AHRENS & VIOLETTE LOOMS. INC

m AVL LOOMS

w 601 Orange Street, Dept. 32
Chico, California

{916) 893-4915



