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LETTER FROM THE EDITOR

Every other year The Weaver’s
Journal sponsors a competition by
inviting every weaver from all over
the world to send us well written,
well decumented accounts of a
handwoven project that turned out
to be very successful and was the
result of the Imaginative and
creative use of fibers and weaving
techniques. The next competition
will be announced later this year
and projects will be due in April
1985. The winners and other top
entries of the 1983 category of rugs
are published in this issue. It is a
very exciting series of projects and
the exceptional quality made me
wonder why rugs have become
such favorites for which weavers
are putting out their very best. A
successful rug gives weavers a real
boost to their ego by giving a sense
of accomplishment and a perman-
ent record of their creative en-
deavor.

Rug weaving has many virtues.
The cost can be adjusted to any
budget. The warp can be the best
linen imported from Ireland or
Scandinavia but it can just as well
be ordinary cotton butcher’s twine,
used single or manyfold and which

/I.I.IILDE YARNS FOR HﬂanERVQ

All Wool Yarns
for Handweaving

Carded Wools for
Handspinning and Felting

Natural and Dyed Colors

Send $3.00 for Sample Cards
Dealer Inquiries Invited

.

3705 Main St. Dept. W
Philadelphia, PA 19127

\A Tradmon in Spinring Since 1880 _/

is available in many types of stores
and at various prices. When shop-
ping, compare the price per yard or
per pound, don't go by the slze of
the ball. The weft can be luxurious
tapestry worsted dyed in colors
designed by famous colorists, less
expensive woolens, dyed or nat-
ural, inexpensive wool millends
that can be dyed or overdyed if the
original color is not quite right,
some synthetics and blends if one
is cautious enough to test them for
suitability, and last but not least,
recycled rag strips, yarns and
thrums. Rugs come in all sizes and
degrees of stiffness. Call them
mats, blankets, throws, carpets,
floor coverings, runners, even
wallhangings; they all use similar
weave structures and design tech-
niques. However, the project must
be compatible with the available
equipment and material. Rugs are
completely designed when they
come off theloom. Thereis a special
exhilaration when the cloth beam
is being unrolled and the complete
project reveals itself. At this time it
will only need a few finishing
touches. The design part is over
with. A careful study of the woven
projects and critical evaluation ofa
newly woven rug is the best weav-
ing lesson a weaver can ever have.
Each new rug should be based on
the previous one and be an oppor-
tunity to apply everything that is
learned.

Rugs bring coziness to the home
and are a useful accessory for the
interior decor. They provide tex-
ture, color and pattern. Rugs are
functional and are appreciated as
heirlooms. Rugs are forever!

This issue, although not exclu-
sively on rugs, is dedicated to all
rug weavers and especially those
who shared their rug projects with
all of us by entering The Weaver’s
Journal competition.

(ottote
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MAIL BAG

in response to R. L. Shep's letter in
the Mail Bag (Fall, '83) re “A

Handwoven Wedding Chuppa”
{Spring '83), I did weave the Hebrew
word for “peace” (Shalom), but it is
along the opposite long edge of the
chuppa and does not show in the
photagraph.

Explaining the chuppa to other
weavers, family and friends, | was
atle to remember which word was
which because of the letter that
resembles "X" in the Hebrew word
for "Love” (Ahavah). It reminds me
of the “X" that stands for kisses at
the end of iove messages!
Milicent Horger
Del Mar, CA

Have just opened my new Weaver's
Journal and only got as far as your
letter from the editor. Yes, Yes, Yes. |
agree with you wholeheartedly. |
would {ike to think | could keep on
going to conferences instead of
thinking, as | do now, that | have
been to encugh of them since they
are 50 much alike. Good for you!
Sue Shrode
Mt. Vernen, IL

| appreciated so much the fine
manner in which you presented my
article on multishaft overshot, and
observed with gratitude the thought-
ful editing changes. One transi-
tional sentence, however, pointed
out to me another weaving vocab-
ulary problem.

The editors inserted “It is this last
method that has been expanded to
multishaft overshot” after my classi-
fication of four shaft overshot
“types,” referring to the four block
oh opposite threading and treadling
12, 34, 23, 41. Actually, it is more {if
gither) Monk's Belt that has been
expanded to 12, 34, 56, 78 (or muiti-
shaft overshot on opposites) where
no blocks share threads. It seems
cbvious what a useless term “on
cpposites” becomes in multishaft
overshot where no block is “oppo-

site” to any other. While “twill
sequence threading” seems satis-
factory for describing 12, 23, 34, 45,
56 atc., we need another term to
accurately label multishaft “on
opposite” threading. Adding shaits,
we are changing them into qualita-
tively new identities for which we
iack accurate terms-—star and dia-
mond weave? twill hybrid overshot?—
and the need for care in order to
communicate effectively seems
aven greater.

The Weavear's Journal performs

such a valuable service for all of us

in this area—again, thank you for all

you do to encourage the growth of
that communication.

Madelyn van der Hoogt

Fayette, MO

Your efforts to clear up the termi-
nology are most welcome. { will
probably continue to use harness
but will tell students that shaift is
used in Europe and that some
looms have both harnesses and
shafts. | don't know anyone with
such a loom but am getting inter-
ested, so maybe one day Il have
one.

When | read or write a threading
draft, | start at the right and move to
the left (uniess the tie-up box is on
the left, then reverse). | thread from
the back of the loom and move right
to left so the dratt is easily followed.
Although the weaving proceeds
from the bottom to the top; in doing
a drawdown, it seems easier to
have the threading at the top and
work downward. In any event, a cer-
tain ability to handle inversions and
reversals would seem to be a part of
weaving and no great impedimeart
whichever way it is done.

| would resist the addition of new
terms. Weaving literature is full of
colortul tarminclogy of poorly de-
fined origin and meaning. I has a
richness and warmth, a link with
weavers of the past, but is often
imprecizse and contusing. lf you can

Full cotor range of Berga yarns
“Swedish wool spinners since 1856”

Woal, alpaca, cotton, linen blends

Ten sample cards: $10
22ta 130 colorsicard

MAIL ORDER

Cary! Gertenrich
459 High S.E.

Salem, Oregon 97301
(503) 363-9865
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help clarify the meaning of existing
terms, that is wondertul, but please
don't add another layer of jargon. |
have appreciated and used your
definition of boundweave, a term
that was poocrly dealt with in other
SOUrCes.

Another area which | feel could use
some insight is defining weave
structures regardless of threading
technique. An example is four har-
ness summer and winter, a two
block weave with a tabby produced
by alternating 1-2 and 3-4. If har-
nesses 2 and 3 are reversed, the
tabby is 1-3 and 2-4 and the two
summer and winter blocks become
the A and C blocks of crackle. The
recent articles on four block sum-
mer and winter ¢n four harnesses
are raally the four crackle blocks,
just on different harnesses. Like-
wise Mattor and warpface shadow
weave seem to have identical pos-
sibilities but are just threaded on
different harnesses.

| have been working on some lace
weaves recently. They seem to
have some logical relationships but
the literature does little to clarify the
problem. Foreign publications are
increasingly available with more
terms to muddle through. Fortu-
nately the drafts seem to be a uni-
varsal language and with your help,
i've even managed to read a few
words. Please keep it caming. The
Weaver's Journalis not only a day-
brightener when it comes, but a
long-term friend.
Carol Thilenius
Juneau, AK

As avery limited production weaver—
mainly fabrics and rugs—| read
your editorial with greatinterest and
wished very much for the kind of
“Indigo” meeting between the likes
of us and the textile industry.

In regard to the increasing empha-
sis placed on the effect of the new
computer technology in the field of
handweaving in most weaving pub-
lications, | do see a basic split
emerging between those weavers
who embrace this new develop-
ment with enthusiasm and who no
doubt are in great need of a maga-
zine devated to that new aspect of
weaving, and those of us who are of
a less technical, more traditional
inclination or who are unable to
even consider these new wonders
for aconomic reasons. Perhaps the
time has come for two different pub-
lications? In the Winter issue | found
two articles on 12 harness weaves,
one on the countermarch loom and
2 on computer tie-ups, which makes
me wonder how many handweay-
ers own eguipment that would
make this information relevant.

| feel that the essential charm of

handweaving lies in the basic sim-
plicity of the tcols we use and the
amazing diversity of expression we
are able to achieve with them. | am
glad | was initiated to the craft when
that was all there was to it. What
bewildering choices a beginning
weaver must make today when
reading through a present day
weaving magazine.

Ann Dumper

QOlympia, WA

Please send me a copy of Double
Two-Tie Weaves. | first learned of
this weave during a workshop and
find itabsolutely tascinating. Unfor-
tunately | only have a loom that
handles 4 shalts. However, my loom
is sat up in such a way that | can
easily manipulate pick-up sticks
behind the shatts. | managed to
convert one of the tie-ups of the
above weave so that | oniy have to
use 5 shatts (4 shafts and 1 pick-up
stick in my case} | put 1 and 2
threads in the first two harnesses—
the twill part of the threading is on
shafts 3 and 4 and #5 thread is on
the pick-up stick. The threading
sequence is as follows: 1, 3,2, 4,1,
5,231,425 1,42 3,1,524..
repeat. You're probably aware of
this already, but just in case you
haven't tried it, | though | would
include.

The tie-up reguires 12 treadles
{which doesn’t really affect me as |
can manipulate my shafts by hand
as well as with treadles). However
this is the tie-up:

tr. #1 -135 tr. #7 - 235
2-14 8-24
3-245 9-234
4-23 10-25
5-135 11-145
6-15 12-13

I hape this information might help

others who might be interested in

experimanting with the “double

two-tie weave' even if in a some-
what limited manner.

Debbie Ott

Gleneila, Man. Canada

| am sending two photos of my
woven rugs which are like exam-
pies shown in The Weavers Jour-
nal, Spring ‘83 issue, "A Quick
Thick Rug." One is woven with
three Berber yarns {three, which
together are as thick as a very thick
single ot Berber roving), and the
other with rags, broken up out of oid
threadbare plaids, whichis suitable
for a rug for dogs. Nowadays | am
weaving a wall rug with very thin
yarns. The pattern will be a Lance
weave, (36 ends/cm!). Very diffi-
cult, but wvery captivating and
exciting.
Dich Nanninga
N} Hattem, The Netherlands



My pet peave:
When authors author instead of

write,

When weavers heddle instead of
thread,

When threads are dented instead of
sleyed

And settor dentage is used for “set”
It makes me want to bite.
What makes people use nouns as
verbs? And doesn't sett mean the
thread by thread color plan for
warping a tartan?
Ireally enjoy your magazine. Finally
ajournatfor the technicians among
us.

Gwendolyn M. Watson

Canton, N.Y.

I have found your mostrecentissue
particularly timely for our quild
study group which is now concen-
trating on understanding the basics
of loom controlied weaves. One of
our members pointed out your arti-
cle on page 11. As you will note on
the enclosed outline, we are using it
as a follow-up to put into practice
what we have learned on paper. |
am finding the reaction tc this study
outline a very positive one. There is
nothing really new in it, but it just
simplifies and clarifies and puts
some orderliness into the many dif-
ferentapproaches to drafting. If you
know of any other groups wha
might be interested in sharing ideas
onthis, we would be very interested
in making contact.
Peggy Hoyt
Walla Walla, WA

Editor: If you would like to confact
Peggy. her fuill address is: 2022
Scarpelli St, Walla Walla, WA 99352

| have stayed out of the harness/
shaft controversy. as | could care
less who calls it what, as iong as |
understand it. 5o my pupils always
hear me say “harness or shaft.” Sut
| cannot stay out of the “thread from
right, thread from left” controversy.

How about Thread from Middle
Both Ways? Once tearned, it is so
much easier than the others. | am
speaking for sectional beam thread-
ing, but years ago | worked with a
non-sectional beam table loom, just
to get the expserience of warping it,
and did same on it with great ease.
Advantages:

1. Heddles are divided aboutequal -
¥ to both sides, so there is a
balance when the threading is
done.

2. Nocounting of patterns {on short
forms especially, where repeats
are given only once with notation
'5 times', etc). The decision is
usually just whatdo | want for my
center, then you fan out both
ways and come out egually atthe
side, for borders, just stop where
you want to and do the border.

To execute: Mark your center on
the pattern, on right on the pat-
tern to end, then start at center
and go left to end. For a crutch,
arrows can be putabove the pat-
tern.

3. This makes stripes, plaids, and
tartans especially easy to warp
and to thread on the sectional
beam.

| was going to list disadvantages,
but can’t seem to think of any—
probably because | have been
doing this so many years. Butl have
helped cthers who didn't work from
the center, so have some knowl-
edge of the {usual) left to right
threading.

My students appreciate your defi-
nite projects and practical ideas—a
great way for them to have a starting
point,

The Weaver's Journalis a delightto
receive! Mail Bag is one of my favor-
ite sections of the magazine, and |
usually read it thoroughly first of all.
Thank you for providing this torum
for the lively interchange of ideas.
The Winter issue was of particular
interestto me as it shows an ongo-
ing, healthy exchange of thoughts
on terminclogy as well as methods.
I have already cast my vote for
“shaft” with supporting reasons.
Now | would like to respond to some
of the recent letters. . .

Cn the subject of the direction to
thread the loom, | would like to
express two points. The first is that
the resulting arrangement of warp
i heddtes is what really counts, no
mafter from what direction it was
started. Second, | leel that left
to right, right to left, front to
back, and back to front are all valid
choices depending on various cir-
cumstances.

It seems |ogical that right- or left-
handedness may influence the ease
with which one threads a loom
using a particular method—with
amphasis on method. | have tried
many different ways, and I'd like to
share examples from my own ex-
perience.

As a confirmed right-handed per-
son, | first learned to thread from
the right, holding four warp ends
separated between the fingers of
my left hand and drawing them cne
by one through the heddies with my
right. As a letter writer has pointed
out, these motions using the same
hands would be working at cross
purposes if threading proceeded
from the left, but | believe a left-
handed person might transpose the
hand positions and motions very
effectively for threading from the teft
if desired. This is certainly not the
only way to accomplish threading.
Anocther way works well from the
left.

We often fee! more comfortable

L
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with a familiar method than with a
new one, and maybe this is why
some weavers are reluctant to rec-
ognize the merits of other ways. |
followed traditional methods for
many years but did not feel re-
strained from experimenting occa-
sionally in an effortto improve some
aspects.

The threading method | now prefer
proceeds from left to right. | am still
right-handed, and the method as-
signs the active role to the right
hand and a more passive function
ta the left. Here is how it works. To
the right of a group of heddles to be
threaded, the right hand grasps a
handful of warp ends and also
wiglds the threading hook. As the
right passes to the left of the hed-
dles, selects thefirst warp endinthe
cross and the lease sticks and then
finds the appropriate heddle. The
right hand relaxes warp tension (but
continues to grasp the warp} as
it inserts the hook into the heddle
and draws through it the selected
thread. Then the left hand pushes
the threaded heddle aside to the
left, and the process begins again
for the next thread. The key to the
efficiency of all this is that neither
thand has to move very far, no time is
wasted in setting down and picking
up tools or using one hand to
arrange threads on the other, and
the order of the warp ends is much
clearer and each end easier to find
when they are pulled parallel under
some tension than if left dangiing. |
have heard about a method like this
taught by Janet Nyquist. | learned it
from a friend who described it
briefly over the telephone. After a
little practice it seems extremely
efficient.

About drafts—can't most of us
manage to read a threading draft
from either right or lett? The impor-
tant thing is to have the beginning
and end of a repeat clearly indi-
cated. Writing a draft seems equally
easy from either direction by hand,
but if you have ever used a type-
writer to show how warp should be
threaded you must know how nat-
ural it is to start from the lett.
Anocther minor justffication for left-
to-right drafting is that it flows
naturally from the direction of ac-
companying text. It seems to me
less important to criticize individual
drafting style than to concentrate
on accuracy and clear communi-
catian,
Doramay Keasbhey
Bethesda, MD

The Journal gets better and better.
Even tho I've gotten involved in
complex-rmultishaft, | still refresh
and get ideas from 4-8, and your
computer articles. I've a Macomber
and s0 use Afari but basics are
much the same.
Dorothy Reichert
Park Hills, KY

I'm myself a weaver and | have a
weaveshop with another weaver
from Canada in the south of France.
| got your address in a French
magazine called "la Navette” or,
"The weaver's shuttle.”

I would like to know about sheep
shearing because | would like to
shear next year in USA and this for
at least one year. Can you let me
know if there's any possibilitiesfora
French guy to shear and weave at
the same time in this country and in
which country it's possible to do it.
Patrick Renaze

Plan d'Crgon, France

Editor: If you know of anything that
might be helptul to Patrick, fet him
know. His full address is: 761 Mas
d'Hermas, 13750 Plan o' Orgon,
France.

It was certainly sad to read about
your Earl W. Barrett having passed
away. Will this mean that the inter-
esting articles about computer
weaving disappear in the Journai?

Personally | would miss them, since

they have stirred my interest into

buying a computer and taking a

thorough course in data technigue
and programming.

Elisabeth Wiassics

Sparreholm, Sweden

Editar: We cannot at this time tell
what computer articles, if any, there
will be inn The Weaver's Journal. We
know that Earl hoped 1o arouse
weavers'inlerestin computers with
his articles. He would have enjoyed
your fetter very much.

Itis because | boughtan old issue of
The Weaver's Journal at Crait
Industrigs in Houston that | found
you. I was thrilled to read about the
Quebec weavers as the rag is also
my bag.

More on these talented people
and also their counterparts in
Lguisianna—the Acadians. | collect
Louisianna Acadian textiles and of
course they were originally from
Canada. It is indeed a small world.
Joyce B. Olasky

Houston, TX

I am looking for new and different

ways of turning sock heels. If your

readers have any and could send

them to me, | woulgd, by return mail,

send them someone elses. Thank
you.

Doryu Catina

P.C. Box 2896

Petaluma, CA 34952

{ have been reading your magazine

since 1977 —each issue gets better.

This last one is "all things to all
weavers,”

Margaret A. Hudson

Frederick, M[-)



A
FLEECY
VEST

by Marilyn
Gilsdort

This warm fur-like vest and match-
ing sweater combine the latch hook
technique, handweaving and
knitting.

Start out by purchasing or by
making a very plain straight vest
pattern. I uged a man’s vest, Sim-
plicity pattern #5350. Lay out the
pattern pieces in order to figure out
how much yardage is needed of
latch hook rug backing. After
each piece is cut, machine stitch a
binding along all the edges.

To hook the vest, use a clean and
top-quality short fiber lamb’s
fleece. Lightly scour the fleece,
being careful to keep it in the locks
as much as possible. Dry the fleece
and use small amounts from differ-
ent sections so that the entire vest is
well blended. Sliver the locks down
into small fiber bundles for the
hooking.

Work each pattern piece separ-
ately. The hooking is started at the
top of the piece and each row is
worked across. The table supports
the weight of the finished part.

The weft of the handwoven lining
and the matching knitted sweater
is handspun wool from a batt that
has been “rainbow dyed.” The
warp of the vest lining is a 3/12
wool worsted. The sweater is knit-

Jan Carter

ted with a strand of 3/12 wool warp
yarn and a strand of handspun
used together as one thread. It is
knitted with a rib type pattern and
a turtle neck.

VEST LINING

Warp: 3/12 wool worsted, color
dark green {Nehalem from Oregon
Worsted Co.).

Weft: single wool, handspun from
a rainbow-dyed batt (Straw into
Gold).

Sett: 12 epi.

Threading, treadling and tie-
up: standard 7 twill.

ABOUT THE AUTHOR: Marityn Gilsdorf
is g spinner and weaver in Phoenix, Arizo-
na. She is married to a surgeon and has five
children and lots of animals. She says sheis
basically o yardage weaver for which she
spins the wefl. m
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1. “Mystery Sun Rug™

MYSTERY SUN RUG

Here is an interesting way to make
a colorful rag rug(see Photo 1). You
will need about twelve yards of 45-
inch, lengthwise striped fabric for
arug about 34 inches by 56 inches. I
used light weight denim, left over
from an ancient drapery/slipcover
project (see Photo 2).

The denim has five colors in stripes
of orange, nutmeg, vanilla, beige,
and brown. The width of the five-
color repeat is a little over two
inches. I cut my strips lengthwise
with the stripes which serve as a
built-in cutting guide, encompass-
ing one repeat of about two inches
in each strip. I kept the orange on
the outside of each strip. To make
the cutting and joining of the strips
go more rapidly, I sewed a four-

by dery Oles

yard length of fabricinto a circle by
mend-stitching the two ends toget-
her with one stripe staggered (see
Fig. 1). This enabled me to cut
around and around the four-yard
circle to make a long continuous
strip of weft.

I made my warp using 8/4 cotton
carpet warp in three colors to
match the stripes: vanilla, nutmeg
and brown. I threaded a double
rosepath threading on my eight
shaft loom.

Warp: 8/4 cotton carpet warp,
colors vanilla, nutmeg, brown.

Width in the reed: 36” (.91 m).

Sett: 5 working ends per inch
(20/10), each warp end is used two-

fold. Treat each twofold end as one,
both in the heddles and through the
reed.

Selvedge sleying: If a ten dent
reed is used, sley the selvedge ends
closer together for two or three
dents. If a 5 dent reed is used, rein-
force the selvedgeends by using the
yarn threefold instead of twofold.

Total number of ends: 360 or 180
working ends.

Length of the warp: Allow for the
length of the rug, loom waste and
fringe and add at least 18" (46 cm)
for take-up. Thereis alot of take-up
when using a rag weft.

Threading, tie-up and tread-
ling: See Fig. 2.

zig-zag mend

stitching;

match stripes,

width of

cne stripe

staggared
begin
cutting
hers

selvedge

selvedge

ol end

cutting
here

FIGURE 1. Weft preparafion

FIGURE 2
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I treadled the double rosepath in a
i1+ twill to create a zigzag
pattern which, with the wide sett
and heavy weft, gives a quilted
appearance to the finished rug (see
Photo 3). A four shaft twill or plain
weave also would yield a most sat-
isfactory rug.

Weaving: The secret of the circle
in the rug is in the manner of
laying the striped rag weft. I rolled
the rag strips so that the outer,
orange stripe was always conceal-
ed when weaving background. To
form the orange circle, I rolled the
orange stripe to the outside, care-
fully manipulating a different por-
tion of exposed orange for each
weft of the circle. For example, the
first circle weft laid in exposed just
a small amount of orange at the
center of the web; the next pick
exposed slightly more orange and
so on throughout the weaving.

2. Double warp ends and denim weft

3. An eight shaft twill gives the rug a quilted look.

Using a garbage can lid as the
pattern, I cut a circle from news-
paper to use asthe guide in forming
the orange circle. Any desired
shape or shapes can be formed in
this manner as long as an appro-
priately striped fabric is used for
the strips of rag weft. Note that the
reverse side of the “sun rug” shows
no orange!

You may begin the rug with a half-
inch or so heading in carpet warp
and plain weave if desired; how-
ever, this section will be shrinkage-
prone and should be pulled later-
ally while still damp during laun-
dering. I knotted, twisted, then
knotted again groups of four (sin-

gle) warp ends for a durable fringe.
Or use your own favorite weft-pro-
tecting finish, The completed rug is
sturdy, useful and attractive. Your
weaving friends will wonder how
you did it!

ABOUT THE AUTHOR: Jery Oles is an
Ohio weaver. After years of enjoying sew-
ing, knitting, crocheting and embroidery,
she discovered weaving about five years
ago. Though she has a Bachelorof Fine Arts
degree from Ohio State University, she has
never studied weaving formally. Her weauv-
ing skills have come from bovks, magazines,
brief workshops and from weaving friends.
In 1981, with her two children raised and
educated, she left her government writing
career to pursue weaving. She is currently
editor of “Thrums’”', the Central Ohio Weauv-
ers Guild newsletter and is exploring rug
weating technigues. -

ATRULY EXCELLENT HOME STUDY PROGRAM

STARTING WITH VOLUME ONE THE FOUNDATION SERIES OF ASSIGNMENTS INCLUDING
EQUIPMENT, DESIGNING,FIBER, COLOR ,DRAFTING & BUSINESS PLUS ESPECIALLY PLANNED
WRAYING PRIFECTS To BUILD YOUR FUNDAMENTAL WEAVING KNOWLEDGE AND SKILLS.

VOLUME TWO, THREE § FOUR CONTINUE STEP BY STEP TO HELP YOU PROGRESS FAR
BEYOND THE MANY WEAVERS WHO HAVE FLOUNDERED YEAR AFTER YEAR. \

WRITE FoR FREE DETAILS INCLUDING AN |INDEX TO

AYoTTES ' DES1GNERY, pept. W, CeNTER SANDwIcH ,N.H. 03227 "\ v,

T S N G 5 A ) Y S N .------_.—- et 3 AT B SN N wley —.-- A W AU W A

WwJ SPRING 1984 1"



FLAMEPOINT RUGS FOR EVERYBODY

Have you ever wondered whatto do
with all that synthetic knitting
yarn you've collected? Over the
yvears I've collected quite a bit. 1
couldn’t resist a sale! What does
one do with a synthetic yarn? It's
not as nice as wool and certainly
isn’t as cool as cotton. The strong
points of synthetic yarns are: their
deep, pure colors; easy availability;
they are washable and they are
durable.

The key word above is color. 1
decided to experiment with color,
Sifting through my resource books
for direction, I found a draft for
flamepoint on a honeysuckle
threading in Mary Black’s The
New Key to Weaving. I've always
been attracted to this pattern and it
is perfect for experimenting with
color.

While weaving the rugs, I received
many compliments on the nice
12 SPRING 1984 wJ

selection of color. Two friends even
commissioned rugs, selected their
own colors and were delighted with
the results. You can’t go wrong
with your colors if you stick to a
monochromatic color scheme
(lights and darks of one color) or an
analogous color scheme (colors
that are found next to each otheron
a color wheel).

Warp: 8/4 cotton carpet warp,
color—natural, (I used about three
and a half poundsfor aseven anda
half yard long warp.)

Weft: 4 ply synthetic knitting
yvarn. You need four colors; 6 te 8 oz
of each, for a total of 24 to 32 oz,

Sett: 12 epi, sleved single in a 12
dent reed (5010},

Width in reed: 287 (71 cm). ] used
335 ends.

Threading: See Fig. 1.

by Betty Burian Kirk

Tie-up: “5 twill (1-2, 2-3, 3-4, 1-4)
and tabby (1-3, 2-4).

Treadling:
Treadle Color
1-2 lightest |
2-3 pale 3X
34 medium
441 dark §
1-2 pale
2-3 medium 3X
3-4 dark
4-1 lightest |
1-2 medium |
2-3 dark 3X
3-4 lightest
4-1 pale
1-2 dark
23 lightest 3X
34 pale
4-1 medium |

These four units are repeated for
the entire length of the rug. Keep
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FIGURE 1 f = floating selvedge

the yarn colors in the same order
for each one of the units (3 repeats)
and then go to the next unit by
simply placing the first color as the
last,

Warp length: 7% yards (7 m) for
five rugs of varying lengths.

Finishing: Two choices are possi-
ble. Originally I tied a Philippine
edge as found in Peter Colling-
wood’s Rug Techniques and then
threaded the warp back up into the
rug. I found this a satisfactory edge
but time consuming. I now weavea
2” tabby area with the synthetic
varn at each end of the rug.
Machine zig-zag the raw edge with
a matching thread and then fold it
over making a 1” hem. Hand sew
the hem with a large needleand the
same color synthetic yarn as used
in the tabby.

Shrinkage: About 5% from loom
width after cleaning.

Cleaning: I have been machine
washing rugs that have been tied
with a Philippine edge with no
problems, After four years use my
front hall rug shows very little
wear.

Weaving: Using a knitting yarn
as weft is generally frowned upon
because it tends to draw in ones
edges. However a bound weave is
packed so thick and tight that this
does not seem to occur. To coverthe
warp threads, follow these two
steps: Step one: Always bubble or
arc your weft yarn at least 8”. This
allows enough weft to go over and
under the warp and pack tightly.
Step two: Beat your weft into place
tightly! I recommend you switch
sheds and beat heavily or two

medium beats if your loom is not
constructed for heavy pounding.

Yarn source: Carpet warp is
found in most yarn stores or can be
ordered from Lee Wards or Lily
Yarn Company. 4 ply synthetic
knitting yarns are found every-
where! Sears, J.C. Penney’s, Ven-
ture, K-Mart, ete.

ABOUT THE AUTHOR: Betty Burian Kirk
started studying fiber at Northern Hlinois
University, where she received a B.8. Ed.
degree in Art Education. She later returned
to NI U. to receive an MA and presented a
one person show using non-loom tech-
niques. The last few years, she has spent her
time weauving gifts and household items.
She has purchased a new multi-harness
loom and plans to weave some pattern
weauve art pieces, n

SOMETHING OLD, SOMETHING NEW . . .

HARRISVILLE DESIGNS, Harrisville, New Hampshire 03450

We've added the

list of features. Qur looms
have always been

DEPENDABLE
PORTABLE.
Our new Model A/6 22 and
Model T/6 36™ looms offer
6 treadle versatility, as well.

Already own one of our direct
tie-up looms? Ask about the
TIE-UP CONVERSION KIT.

Write for the name of a
dealer near you.

CONVENIENCE of
6 TREADLES to our

PRACTICAL
ECONOMICAL
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MEET~AND-SEPARATE TECHNIQUE
by Mary Martin

The floor rug shown here measures
8’ by 3’, and lies in a passageway
linking an entrance hall and a liv-
ing area.

My basic design idea was a se-
quence of diamond shapes on a
striped background, the shapes
placed to form a meandering path,
like stepping stones in a garden,
leading one’s feet on, but allowing
some dallying along the way. Little
14 SPRING 1984 wJ

did I realize then the intriguing
optical illusions these shapes were
going to create.

The diamonds were formed by a
hatching of two colors in the tapes-
try technique known as meet-and-
separate. Where a light color (L) is
woven only on the left side and a
dark color (D}only on the right, the
contrasting varns can meet, return
to their originsin the next pick, and

in successive picks overlap pro-
gressively, sothatan area of light/
dark horizontal stripes results,
with solid color on each side.

Meet-and-separate using two
colors L and D is done as follows:
Open a tabby shed and insert
colors L. and I from opposite sides
of the rug. The colors meet at the
left edge of the hatched design.
Change the shed and return each
toward the selvedge edges. The
colors separate at the left edge of
the hatched design. Change the
shed and insert colors L and D,
again from opposite sides of the
rug. The colors meet at the right
edge of the hatched design. Change
the shed and return each color
toward the selvedge edges (see Fig.
1).

0
=

2 picks of L lor D
aiternating with
2 picks of D

FIGURE 1

At the stage when each diamond
had been half woven, the colors
were switched. This maintained
the striping in the diamond while
making an interesting dog-leg
shape in the background (see Fig.
2). Two new but compatible colors
were used for each successive dia-
mond, As weaving progressed
some interesting optical effects
appeared, according to whether the
eye was seeing dark shapes on
light, or vice versa. When the rug
was completed, particularly when
seen hanging vertically, it could
take on a three-dimensional ap-
pearance suggesting a stack of
logs. (Do you see those logs heaped
up on the left—or on the right—?)

Weave and loom: The rug was
woven in weft-faced plain weave,
on a countermarche floor loom,
made by D. 8. Thorpe, New
Zealand.

Warp: 8/3 unbleached linen rug
warp.



FIGURE 2. Hatching detail
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Sett: 4 working ends per inch.
(15/10) Everysecond end was used
twofold.

Width in the reed: 36” (91 cm).

Weft: The weft yarns were miscel-
laneous two and three-ply rug
wools. Various strands of the same
color were wound together so that
the resulting weft yarn had a total
of 8 plies.

Some very high twist carpet yarns
were included to give a slight tex-
ture. Where necessary, home dye-
ing provided the desired color
matches. A variety of light and
dark color pairs were used, thelight
colors being in sandy shades, light
fawns and yellows, the dark ones
ranging through various browns
and dark fawns, highlighted by
dull blue, rust and olive green.

ABOUTTHEAUTHOR. Mary Martinisan
Australion weaver. Her weauving career
began in 1978 during a year's residence in
England when she atiended a weaving
school at Highbury Manor in London. She
wrote “In a large attic room cluttered with
looms of all shapes and sizes, warping
frames, creels and spinning wheels, there
were no two projects alike, as everyone
experimented with samples, hangings,
rugs, yardage and loom-shuaped gormenis,
Given just enough information about a
weave, the student was challenged io
explore its possibilities in color, yorn, weave

and design by playing around at the loom
rather than by referring to books for ideas.”

After returning home to Sydney, Mary con-
tinued her new hobby. She took an evening
class at Strathfield School of Texiiles and
followed that with a twwo-year course in craft
textifes. FKventually she began to create a
textile from the raw fiber stage, “When ail
goes right, nothing can be more satisfving,”
she said, hut warned that it takes a lof of
time. Her next project will be a rug in
handspun vegetable-dyed Drysdale wool. w

WEAVING SUPPLIES
WARP YARNS & FILLERS
CABLE CORD IN COLORS

MACRAME JUTE

SAMPLES 1.25

E. F. SHAW & COMPANY, INC.

SUCCESSOR TO:
TINKLER & CO. INC.

P.C. Box 17
Morristown, PA 19404
{215) 273-2228

Custom Made

(Ap) g

CUALITY REETHS FOR OVER 5O WARS
Made to your spectfications,
carbon or stainless steel, any
dents per inch, lengths and widths.
(Metric Reeds also available.)

Write For price list:

BRADSHAW MANUFACTURING CO0.
P.O. Box 5646
West Columbia, 5.C. 20171-5645
(803) 794-1161

Collapsible
Niddy Noddy
FOLDS FLAT!

« Conveniend
« Efficient
« Compact

Perfect for traveling,
or for taking along to
workshops and classes.
Niddy noddy folds flat

for compact storage, yet opens up to
make a one yard skein.

Beautifully hand-crafted of white
birch with a walnut finish. Measures
9" tong by 12" across.

only $1 195 postpaid

Buy two and save! 2 just $22.00.
(Hlinwis residents add 7% sales tax.)
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from England
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o Seventeen Shades
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BLUE-BLEAK
EMBERS

by Mary
Rawclitfe Colton

“ .. blue-bleak embers . . ./ Fall,
gall themselves, and gash gold-
vermilion.”

from ““The Windhowver"
by Gerard Manley Hopkins.

That spectacularly visual line be-
came the inspiration and the
lengthy title for a wall rug, the
ninth rug I have designed and exe-
cuted in clasped weft technique(see
Photo 1). Being neither a weaver of
time-consuming tapestries nor a
scrupulous follower of cartoons, I
have turned to the clasped weft
technique for a sturdy rug struc-
ture, quite quickly woven, with
design limitations which need to be
taken into accountduring the crea-
tive process.

A development of the old rag rug
ball in a basket technique, clasped
weft is usually a two-yarn (or rag
strip) process that permits designs
more complex than simple stripes.
The procedure is this: open a shed;
throw a shutile of yarn from right
to left; pull the shuttle out of the left
selvedge, catching it around a
second yarn that is coming from a
ball or cone on the floor by the left
side of the loom, and send the shut-
tle back through the same shed, to
the right selvedge (carrying the
second yvarn back with the shuttle
yarn) (see Fig. 1); pull the loose
ends of both yarns to place their
joining point where you wish it; arc
both yarns, change shed and beat.
Once both yarns are anchored, the
procedure is much faster than the
description of it; one shuttle pulls
two yarns into place, and the
18 SPRING 1984 wJ

Mary Colton

1. “Blue-bleak embers”

weaver has the pleasure of making
color change decisions with each
row of weaving.

Peter Collingwood (The Techni-
ques of Rug Weaving, pp. 130-133)
describes the technique as a var-

FIGURE 1

’l
X




iant of meet-and-separate. 1 find
clasped weft to be superior to meet-
and-geparate for several reasons.
Crucially, for rugs at least, clasped
weft is stronger because the wefts
interlock in each shed. For a year
my family walked on two scatter
rugs, one of each structure, each the
same gize and woven from the same
heavy linen warp with similar rug
wefts, The clasped-weft rug re-
mained squared and flat while the
meet-and-separate rug rippled on
each side of the join lines and lost
its crisp, rectangular shape. In
addition, as Collingwood points
out, since the clasped-weft yarns
travel both directions in the same
shed, not only are horizontal
stripes possible (by throwing 2
picks of one color and 2 picks of
another color as in meet-and-sep-
arate) but also vertical stripes, (by
throwing 1 pick of one color and 1
pick of another color) and spotsin a
field (by throwing 2 picks of one
color and 1 pick of another color).
Third, the point of the interlock
creates a small bump which can be
either hidden under a warp for a
smooth surface or allowed to lie on
top for texture. Finally, I think two-
yarn clasped weft is faster to exe-
cute.

With clasped-weft design, possibil-
ities are limited. Using the two-
yarn method, one can have only
three color areas across the rug
width: the solid color on each side
and a half-tone area between them
either with pick and pick, 2and 2, 2
and 1, or a hatched effect. There-
fore a many-colored pictorial tapes-

Mary Colton

2. “Rhythms 1

try is impossible. I find this a chal-
lenge that can be turned to advan-
tage; designs are simplified and

FIGURE 2

made bolder and more graphic. In
addition, by superimposing two
designs, one can use the effect of
transparency to create a third
image. In my earlier Rhythms IIT
{see Photo 2) this effect is enhanced
with indented edges, but the inden-
tations are not essential. If I were
painting a yarn picture, as in
tapestry, I would not be forced to
such devices, and my designs
would tend to be representational
and less original.

Five color areas, with a central
color and background colors with
half tones on either side, are possi-
ble with the more difficult three-
varn clasped weft technique in
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which I wove Blue-bleak Embers. 1
use Collingwood’'s first method:
with my central yarn on a shuttle, I
enter the shed at the right point of
my central color, throw the shuitle
to the left selvedgecatching the left
yvarn, throw the shuttle to the right
selvedge catching the right yarn,
and then take the shuttle back and
out of the shed at the peint it
entered. Each yarn must then be
placed and arced before beating.

Because the use of a third yarn
nearly doubles the time needed, I
usually alternate three-yarn areas
with one- or two-yarn areas to com-
pensate as I did in Blue-bleak
Embers. The three-yarn method
has one other problem: the shuttle
weft passes over or under two
warps at the point it enters the
shed, leaving a longer weft loop
{and corresponding uncovered
spot) on either the top or the back of
the rug. In most cases this is hardly
noticeable, but needs to be thought
of both for design and wear.

To finish Blue-bleak Embers, Iused

the Philippine knot along both
ends of the warp, then hand stitch-
ed the ends down to the back of the
rug. The ends could have been
pulled back intothe warp channels,
but that process makes the rug
ends look wider and thicker than
the rest of the rug. Using a crochet
hook, I did pull all the weft ends
into warp channels for an inch or
so, then trimmed the remaining
ends at the rug surface; the weft,
therefore, looks finished on both
front and back. For hanging, I
stitched the smooth halfof a Velero
strip to the rug, then glued and
stapled the rough half to a strip of
lattice cut barely shorter than the
width of the rug; two holes drilled
through the Velcro and lattice
permit the rug to be hung with no
vigible device,

Warp: linen rug warp

Sett: 3 working ends per inch
(10/10). Each end is used twofold.

Weft: Eya yarn. Note that the
wefts are always doubled in each

shed. Therefore the warp spacing
must be wide.

Any wool rug wefts would be effec-
tive, and on somerugs I have mixed
sizes and plies for texture; however,
one avoids problems of a puckered
surface and uneven edges by using
all the same weight weft yarn.

Most of my rugs are designed to be
viewed vertically as wall hangings.
However, the technique works
equally well for the floor, producing
bold or subtle statements and very
durable results.

ABQUT THE AUTHOR: Mary Rawcliffe
Colton holds an MAT degree from Harvard
Graduate School of Education. She has
taught weaving from Craft Alliance and
Fontbonne College in 8t. Louis, MO and is
at present an academic instructor of weauv-
ing at the University of Albuquerque. She
gave a workshop and a slide-lecture at the
1981 Midwest Weavers Conference, “De-
signs from Nature.” Last year she gave a
slide-lecture for Las Aranas Guild, Albu-
quergue, NM., of which she 1s a member, on
“New Mexico Inspiration and Fiber Work.”

Mary Raweliffe Colton received the Lauer
Award at the 1983 Liturgical Arts Exhibitat
Bowling Green State University in Ohio. m
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RUGS ON A THREE-END BLOCK DRAFT

The terminology “three-end block
draft”, “four-end block draft”, “six-
end block draft”, is frequently used
by Peter Collingwood in the chap-
ters dealing with two-tie unit
drafts. The two-tie refers to the
number of shafts which carry the
warp ends (regularly distributed
across the warp) that determinethe
length of the weft floats of the basic
weave structure, The remaining
shafts of the draft control the pat-
terning. These drafts have blocks,
each constructed from the repeti-
tion of identical threading units.
All threading units have the same
tie-down shafis. All threading
units of the same block have the
same pattern shafts, though the
pattern shafts vary from one block

by Connie Kindahl

to another. Thethree-end, four-end,
six-end, refers to the size of the
block unit. A two-tie, three-end unit
block draft for a four shaft loom
uses shafts 1 and 2 as tie-down
shafts, shaft 3 as the pattern shaft
for block A and shaft 4 as the pat-
tern shaft for block B. A typical
threading is shown in Fig. 1.

The three-end block draft thread-
ing for rug weaving provides great
scope for design possibilities; a rug
produced with this threading is
handsome, firm and reversible.
This is the weave that Peter Col-
lingwood uses as the basis for shaft
switching in his book The Tech-
niques of Rug Weaving.

FIGURE 1
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Warp: 10/6, 10/5 or 8/6 linen rug
warp

Weft: 6 pounds New Zealand spun
rug yarn, color white; 2% pounds
rug yarn color gold; 1 pound rug
yarn, color brown, All rug yarns
are from Ironstone Warehouse,

Sett: 4 epi (every third dent in a
50/10 c¢m reed)

Width in reed: at 4 epi — 41%
inches (105 cm); with a 50710 cm
reed—39 inches (1 m).

Total number of warp ends: 165
working warp ends. Double every
other end, being sure to double the
selvedge ends. This means winding
a total of 238 ends.

Length of warp: 3 yards (2.7 m).
This allows for a 68 inch (172 ¢m)
long rug, 10 inches (25.4 cm) for
fringe at the beginning, and 30
inches (76 cm) loom waste, from
which will be taken 10 inches (25.4
cm) for fringe at the end of the rug.

Threading, tie-up and tread-
ling: See Fig, 2.

s0lid area
treadling

block area
treadling

S, ...“
Poraraall

FIGURE 2
Measurements: Pulling in during
weaving should amount to no more
than 2 to % inch. Final rug size
should be about 40% x 68 inches
with a sett of 4 ep1 (97 x 172 cm with
a 50/10 cm reed.) The fringe is
additional.

Beaming: Even tension is very
important for weaving a firm, flat
rug with square corners. Warping
from front to back allows for a
smooth beaming and helps in get-
ting an even warp tension. After

sleying the reed and threading the
heddles, tie on to the back rod in
narrow groups of warp ends.
Tighten each warp end separately.
Beam very carefully, striving for
perfect tension. Linen rug warphas
almost no give to it and loose warp
threads will cause problems, Use
sticks between layers of warp on
the back beam or use very heavy
paper,

Tying on in front: Allow 10
inches for fringe, which provides
plenty of warp for tying. Tie on in
narrow bunches of warp—6 warp
ends per bunch is good. Smooth
each bunch carefully so that each
end will have the same tension. Tie
on all the way across with only half
of a square knot. Tighten each half
knot, starting at the center and
working out to each side. Do this
several times until you are satisfied
that tension is even, then complete
the knots. Tighten each individual
warp end separately.

Filling in: The filler does more
than spread the warp; it creates a
good foundation against which to
weave. Fill with a very loose weft
and bubble or “peak” the filler so
that the warp won’t pull in at the
edges. Continue weaving with filler
for about 2 inches.

Twining: Use a piece of warp
thread about 3% to 4 times the
width of the rug, and twine all the
way across the warp. Be sure to
separate the doubled warp threads.
This twining will become part of
the rug and will help to protect the
weft. Leave the two ends of the
twining thread hanging loose and
incorporate them into the fringe
later (see Fig. 3).

Preparing the weft: Wash the
varn. A gurprising amount of dirt
and excess dye will come out. The

varns will also “loft” and make a
more attractive rug. Skein the
varn, then tie tightly in 3 places to
keep it from tangling. Machine
wash in cold water. Let the ma-
chine agitate for only ¥ minute or
80, then stop the machine and let
the yarn soak for about a halfhour,
Then rinse thorcughly, spin dry,
and hang from coat hangers to air
dry.

Weaving: Keep the warp under
very tight tension—as tight as pos-
sible. Start oneshuttle from the left
and the other from the right.
Always keep the shuttles in the
same position. Don’t rotate them. If
the white shuttle is closest to you,
always put it back in that position
after using it.

Throw the first shuttle, and leave
about 10 inches of weft hanging
out. After beating, reopen the shed,
pull out one of the three strands
several inches before the end, make
sure the others catch around the
selvedge warp end and put them
back into the same shed. Bring
each of them out in different places
in order to distribute the bulk. Do
the same with the second shuttle,

For the width of this rug use an
extra 6 or 7 inches of weft in each
pick. Do this by making a “peak”in
the open shed. Hold it in place
while you close the shed. This will
“clamp” the yarnin place. (see Fig.
4). Beat very hard, several times.
This extra weft is necessary in
order to cover the warp. The warp
threads will remain straight, and
the weft threads must travel over
and under warp threads, thus tak-
ing far more length than the 40
inches or 8o of the rug width.

Always give the weft thread a gen-
tle tug when making the peak in
order to get a firm selvedge. Be con-

1 2 3 4 5
warp ends

Pick up and put under 2nd end  Pick up and put under 3rd end

Pick up and put under 4th end

FIGURE 3. Twine at each end of the rug with a piece of warp thread.
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FIGURE 4. Make a peak with the weft in the open
shead.
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sistent with the amount of tug you
use each time,

Darning in weft ends: It's far
eagier to darn in the weft ends as
you go along than to wait until
you’'ve finished the weaving. When
changing shuttles or when starting
a newly wound shuttle, overlap
yarns and distribute the bulk in the
open shed, then darn in each
thread separately, darning down
along a warp end. The only time
this can’t be done is when starting
the rug. Those first weft ends
should be darnedin going up along
a warp end as soon as you've woven
enough area to darn up into. Don’t
cut these ends off until you've
woven at least 2 more inches. (Beat-
ing has a cumulative effect.) Then
pull them tight and snip them off at
the surface.

Measuring: When measuring the
amount of weaving, compress the
last picks of weft by pushing the
fell of the rug down with your fin-
gers. {The weft will continue to be
compacted by more weaving and
beating through the next two
inches, so that your finger pressure
is necessary to simulate this.)

Weaving order:

A. Weave with solid area tread-
ling, using 2 shuttles, one
wound with 3 strands of
white, the other with 2
strands of white and one of
gold. Weave for 5% inches.

B. Change to treadling for block
area, using the white shuttle
and changing the other shut-
tle to one wound with 3

strands of brown. Weave 8§
picks, showing 4 picks of
brown in the blocks.

C. Continue treadling for block
area, using the white shuttle
but changing the brown shut-
tle to the shuttle used in A,
wound with 2 strands of
white and one of gold. Weave
for one inch.

. Repeat B.

E. Change the brown shuttle for a
shuttle wound with one strand
of white and 2 strands of gold.
Weave 1% inches, using the
block area treadling.

. Repeat B.

. Change the brown shuttle to
a shuttle wound with 3
strands of gold. Weave 24
inches using the block area
treadling.

H. Change the gold shuttle to the
brown shuttle and weave one
inch with the block treadling.

Repeat G, then F, then E, then D,

then C, then B using the block area

treadling.

G

Go back to A, using the solid area
treadling. Weave 5% inches.

Start again with B and weave the
second block.

Weave another solid area, 5%

inches.

Start again with B and weave the
third block.

End with solid area, 5% inches.

Note: One shuttle, the white one,
remains white during the entire
weaving process. The other shuttle
is the one that frequently changes.

Ending the rug: After darning in
the last weft ends, twine again
across the warp. Weave in about 2
inches of filler, which will help to
hold the last rows of weft firmly in
its properly beaten down position.
Allowing 10 inches for fringe, cut
the rug off the loom. Unroll it from
the cloth beam and untie from the
front rod. Don’t try to slide it off,

Fringe: Fringe with a Damascus
edge as a weft protector, then braid
each group of 6 warp ends or ply
groups of 4 warp ends. In either
case, finish each with an overhand
knot. A spot of glue within the knot,
as you tighten it, will help to hold it
firmly.

Pressing: Press the rug by laying
it flat on a carpet or on smoothed
towels. Cover with a damp sheet
and steam press. Leave the rug in
place for a day or two until it’s tho-
roughly dry.

The rug should be one of which
you'll be proud.

ABOQUTTHE AUTHOR: Connie Kindahlis
o New England weaver who specializes in
weaving rugs. She has studied at the Uni-
versity of Hlinois, the School of Weaving in
Oslo, Norway and the Hill Institute in Flor-
ence, MA. In 1981 she was awarded a Master
Weaver's Cetificate.

Connie gave a Rug Workshop for the Weau-
er’s Guild of the Southern Berkshires in
1382, She teaches classes at WEBS in
Ambherst, MA. She has shown her rugs in
such exhibits as the Bank Sireet College
Fiber Show, Western New England College
Exhibit and at Convergence ‘82 in Seattie,
WA, Among her most recent awards are
First and Second Prize for two rugs in the
Craft Adventure Show of the Eastern States
Exposition in 1952 and, in 1983, First Prize
and Best Rug awards at the New anland
Weavers Seminar.

Right Fiber, Wrong Color?

Searching for the perfect color in a chosen yarn can be

frustrating, and custom dyeing can become a series of time-
consuming experiments. But The Dyers’ Book, a limited-
edition resource featuring Cushing brand premixed “‘wnion”
dyes, can make it faster and easier and eliminate much of the
guesswork. The Dyers' Book contains 83 different dye colors
on five different natural fibers {over 400 actual yarn samples
in all) ptus lots of information on preparation, dyeing and
finishing. Great 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 welfcome!
(303) 499-3049
{3073) 444.-3547

Mountain Fiber Studio
3060 Ash Ave,, Box C
Boulder, CCO 80303

- ——_————
ORDER FORM
The Dyers’ Book $50.00
Poslage & handting $2.50
Total Enchsed
(LS. funds only) $52.50
—0R-

.. Mastercard |1 ¥isa
Acct # _

wJ

Exp. Date -

Marne
Address

Mountain Fiber Studia, 3060 Ash
fwe., Box C. Boulder, CO 80303
(303) 499.3049 or {303) 404354
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FOUR-END BLOCK DRAFT

or SUMMER AND WINTER
by Barbara McClanathan

Attheend of my first term of weav-
ing classes, 1 happened to come
ACroSs a very inexpensive source
for mill-end rug wools. This gave
me the idea of testing my budding
skills by making a rug for our liv-
ing room.

When | thought about ordering the
yarn I knew that I was limited in
my choice to the yarn colors and
amounts the company had availa-
ble at the time. Se I made some
watercolor chips in a range of
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colors which would complement
our living room and sent them to
the company with instructions to
select three or four colors matching
the chips. In return they sent me
four yarn samples with the color
numbers and amounts they had
available of each, It was not the
best possible combination. I would
have preferred to use dark brown
for a background color, but there
was not enough of it available.
There also was not enough time to
start the whole process with the

John Neal

S

color chips over again, because the
second term of classes was about to
begin and the loom I had reserved
for the project would be assigned to
someone elseif Il was notready. So |
ordered the yarn from what was
available and also bought a 20/4
linen for the warp which the owner
of a local weaving supply store
assured me would be suitable for
my project.

During all this time I had become
increasingly aware of my limited
knowledge and tried to gain some
fundamental insights of design
possibilities by spending many
hours studying Peter Colling-
wood’s Techniques of Rug Weav-
ing, and a book by Clotilde Barrett
called Boundweave. When the yarn
arrived, I found myself sitting in
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front of 20 1bs. of wool (9 1bs. (4 kg)
of rust, 5 lbs. (2.3 kg)} of brown, 3%
1bs. (1.5 kg) of orange, 2 1bs (0.9 kg)
of light olive) and 3 Ibs. (1.4 kg) of
linen with no assurance the two
would be compatible and a con-
fused mix of design ideas in my
head. The dimensions of the two
finished rug panels were to be 367
(.9 m) wide and 92" {(2.34 m) long.
After playing for some time with
some graph paper and watercolors,
the 4-end block draft emerged as a
solution to two major problems:

1. As I did not know how much
weft the finished rug would require
and as I was limited to the amount
on hand, I needed to make the full-
est use of each available color.

2. I wanted to have large areas of
color to avoid an overly busy
design,

The 4-end block draft, which is the
same as the Summer and Winter
draft, is a two-tie unit weave. With
a 4-shaft loom, shafts 1 and 2 are
the tie-down shafts. They insure
that the weft never floats over more
than three warp threads. Shafts 3
and 4 are the patiern shafts. Each
block is a repetition of a 4-end
threading unit. The unit of the A
block is * » * ;, the unit of the B
blockis® 2 * ..

The next major hurdie was to
determine which epi would give a
sufficient coverage of the warp
threads. After making several
small samples, I found that the
20/4 linen was really too thin for
the purpose of this project. Finally 1
decided that a sett of 6 epi with the
linen thread used double would
make a good rug fabric.

With a fabric width of 36” (.9 m)
and 6 epi, | had 54 units of 4 ends
available to combine into the
blocks of the final design. I added
one group for a center and one addi-
tional end for the left selvedge
because a good selvedge can be
woven if the outside ends on both
sides are threaded on shaft 1. No
floating selvedge is necessary.

I wanted the blocks to be of about
equal width except for the two out-
side ones which should be half as
wide as the others, so that when the

two finished panels were laid next
to each other there would be one
continuous pattern.

Warp: 20/4 linen used twofold, 3
lbs (1.4 kg).

Wefit: rug wool millends; 91bs. (4 g}
rust, 5 Ibs. (2.3 kg) brown, 3.5 lbs
(1.5 kg) orange, 2 lbs. (.9 kg) olive.

Sett: 6 working ends per inch.
Widthinthe reed: 36.8” (93.5 cm).

Total number of working ends:
221.
Threading, treadling and tie-
up:

A B __A a___A
AT x (s
a3 13 d| 3 Hilt K
BT
1 G| MG S| WG| o
3 X _ex_ sx ax
|
an tabby
— ~
- I
weave the same color + [T A+B
—
-— ] -1B
weave with 2 colors 7, Hhr-HH] A

—= . |left hand shuttie
“— = right hand shuttle

Selvedges: The first and the last
working ends are threaded on shaft
1. The last two working ends on
each side are used threefold instead
of twofcld.

When I started the actual weaving,
it took some time to figure out the
best way of laying in the weft and
changing the shed. No matter
which way I positioned the yarn or
hew much or little slack I gave it, I
either got loops or pulled in sel-
vedges, until someone in my class
suggested | pull the weft up from
the center of the weaving toward
the beater for about 6 to 7 inches in
an inverted V shape and change
the shed before beating in the weft,
This worked beautifully and re-
guited in an even fabric with good
and firm selvedges without draw-
ing in. I found that weaving with
two shuttles, one at the left and one
at the right, was the most practical
at all times, even when there was
only one color. It helped in getting a
“feel” for the pattern and establish-
ing a treadling rhythm as well asin
keeping the selvedges neat and
even. Each row of this pattern con-
sisted of four picks: the left-hand

shuttle went to the right and back;
the right-hand shuttle went to left
and back. Because my watercolor
sketch was done to scale and I
knew how many inches of each
color block I wanted, I simply used
a tape measure to find out how
many rows per inch I needed. It
turned out to be 10 rows or 40 ppi.
To change color I cut one weft
thread at the selvedge about 27
longer than the edge and wove it
back in on the tabby treadling.
Then after two picks with the other
shuttle I would start a new color by
weaving its end back in for two
inches. The packed down weft
eventually covered these spots
completely. With a heavier weft
yarn this method may not work as
well,

Finishing: I started and ended the
rug by weaving 6 picks of plain
weave with a heavy pearl cotton in
light olive green. After the first
panel was finished, I cut it off the
loom. I did not want a fringe, so I
secured the warp ends with a Maori
braided edge (see: P. Collingwood
The Techniques of Rugweaving,
pp. 489-90 or Rachel Brown The
Weaving, Spinning & Dyeing
Book, p. 198) and then pulled all the
ends back into thefabricof therug.

ABOUT THE AUTHOR: Barbara McClan-
athan was barn and raised in Germany. She
has done a lot of needlework like knitting,
sewing and embroidery as well as such
crafts as pottery, jewelry and some wood-
working. In 1982 she took some weaving
classes from Katy Turner in Portland,
Oregon and wove the rug she has shared
with us. She is now an avid weaver and
spends as much time as possible at her 8
harness loom. .

You Can Make
MORE MONEY
Weaving Rugs

# A fasclnating and prefilable

Tull o spare time husiness right
in your home. It"s easy (o weave
peautiful, serviceabls rugs. Al-

T ways a blg, year argund de-
y | marmid in every community, Easy
i to operate fAcor maodel loom
g wenaved 387 wide, eomes already
™ threaded, [ully equipped —ready
to weave, We furnish complete
Infortation on lopms and ail equlpment with offer
given below.

Send 25¢ (0T our complete catalog, aatnple card.
and tow prices on carpel warpa, Tug filiers, shears,
rag culter. rag aplicer, beam eounter, looma and
parts. Also, rags -prints —knits and looper €lips,
jn 10 and 50 Ib. hales. If you now have a loom,
please advise make and width {t weaves,

OR. RUG CO., Dept. 2489, Lima, Ohio 45802
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VARIATIONS

ON A LANDES THEME

by Lucele Coutts

Bill Coutts

1. The lvunge cushion woven with Berber wools is edged with a special twined edye which

tormed the cushion shape.

It was Mary Meigs Atwater who
introduced us to John Landes, an
early American professional
WERVETr.

She had found his pattern books in
the Frishmuth Collection in the
Pennsylvania Museum in Phila-
delphia. With the museum’s per-
mission, she published some of
them in 1925 through her Shuttle
Craft Guild. Long out of print, the
Southern California Handweaver’s
Guild, curators of her Memorial
Collection, reprinted this book in
1977.

Although nothing is known for
sure about John Landes, he was
probably an itinerant weaver who
lived during the Revolutionary War
24 SPRING 1984 WU

period. His transportation would
have heen a heavy ox cart piled
high with his loom and other tools.
Among his belongings were his
precious pattern books which in-
cluded some of the popular weav-
ing patterns of the day as well as
many original designs he had
developed as the need arose. His
customers pored over his books to
choose exactly what they wanted,
If they couldn’t find the perfect
design, he would spend his spare
time drawing new ones. This was
probably done by candle or fire
light late at night, for his daylight
hours must have been spent in
warping and weaving. When a
design was chosen, he wove the
fabrie, using the home spun and
dyed threads given him by the cus-

tomer. He probably set up his loom
in one of the out-buildings of the
farm, and his bed was most likely
the hayloft. Today, although the
itinerant weaver is gone, a few
blacksmiths still cover some of the
area of the east and midwest using
buildings on different farms to set
up equipment in order to ply their
trade in the community.

There are 78 drawings in Landes’
book. Two of the patterns had been
chosen for the theme of a guild proj-
ect. As a theme for a workshop, 1
got interested in adapting these
weaving patterns to other fiber
techniques such as basketry. I
knew that the patterns had to be
changed to be adapted to coiled
baskets, and since much time
would be spent in making the
necessary changes and variations,
only a little more time would be
needed to develop ideas for other
fiber techniques. Because our guild
members are involved in all fiber
areas, the participation in the pro-
ject would appeal to more people if
they could adapt the patterns to
their areas of interest.

I found both Landes patterns exci-
ting, and the year flew by as I
graphed variations and produced
fiber projects. I decided to call the
workshop “Variations on a Landes
Theme,” because as a musician I
began to realize that these design
bits which I was developing into
new variations were similar to bits
of melody that a composer uses to
build his complex sonatas, concer-
tos and symphonies. The notes of
the melody could be found any-
where, Bach or Carmichael,
Landes or Davison, but as they
are combined with a change of
color or feeling, and as the instru-
mentation is changed, the overall
idea becomes new whether the
composer is working in the field of
music or weaving,

My favorite was pattern #61 (Fig. 1)
which looked like an idea sheet
from an artist’s sketch pad. The
smallest motif became my first
companion. We spent days to-
gether in paper play, and many
projects were developed from the



designs produced. I particularly
liked one concept which was a line
of overlapping blocks increasing in
size. I found it exciting to vary the
number, the positions and to play
one line of blocks upon another
(Fig. 2). After trying a variation of
the design in a large coiled hassock
(Photo 2), Iliked the dramatic effect
produced by using very dark brown
on an off-white background, and I
wanted to try the same design idea
in something that would be primar-
ily tapestry woven. I decided on a
chaise or floor lounge cushion,
using the same materials as those
in the hassock (Photo 1).

I adapted the block design for the
woven panel which would be long
and narrow (727 x 28”) (1.83m x
.71m). The design retained the look
of continuity, yet the lines were
broken top to bottom as well as side
to side which made it interesting to
the eye,

The project could be woven on a
tapestry loom or on a floor loom. I
used the latter.

My warp was a medium-heavy off-
white Berber wool which was sett
at 4 to the inch in an 8-dent reed.
The weftin the background wasthe
same off-white Berber as the warp
with dark brown Berber for the
design. [ threaded the loom for twill

Biill Coutts

2. This coiled storage hassock is ornamented with a part of the design variation from Figure

2 using Berber wools.

(1234), and the treadling was 1 + 3;
2 + 4 to produce plain weave. I used
plain weave throughout, interlock-
ing the design weft with the back-
ground weft. I beat the work firmly
to make a hard tapestry surface,
because the cushion would receive
heavy wear. Having added %”

I Iz 1 T

(2 cm) extra length to the panel, top
and bottom, I darned the warp ends
back into the alternating warp
ends for %" (2 em) to finish off the
work. Below the inserted ends (%",
2 cm), I machined stitched across
the width several times to streng-
then them.
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Since the cushion was tolay flaton
the chaise or floor, I wanted to
create the illusion that the piece
was rising from the surface without
pleats or darts to break the smooth
line. I chosetoadd a wide framelike
band of twining, using the dark
Berber yarn of the design. Twining
would give strong support to the
edge and allow for a smooth joining
of the tapestry fabric and the
framelike band. The twining was
done on an elastic warp which was
placed under tension all around the
tapestry panel (Fig. 4). When the
tension was released, the warp
could contract and make the woven
panel puff up ingide the framelike
band for the cushion shaping.

I chose a knitted type of 147 (.64cm)
macrame cord for the twining
warp, because it is very elastic
{Photo 3). This cord had an elastic-
ity of 1" stretch for every 6" length
of cord. (All cords vary.) The heavy
yarn, used for the twining wefts,
caused some resistance to the con-
traction of the warp when the band
was released from tension.

The measurements of the warp
ends were made with the cord
relaxed. Using the panel perimeter
length, I allowed extra for corners,
circumference increase and a few
extra inches for splicing. I placed
straight pins through the center of
each cord (Fig. 4).

center point

.,:;’}377;(

Wt
panel
\L -]
-
gplices

FIGURE 4
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Leaving about 3” (7.6cm) at the top
of a large celotex board, I pinned
the panel in place. The board was
not large enocugh to take the entire
panel at once, therefore I had to
shift the work up when it was half-
completed. Starting with the short-
est cord, I placed the center point
at the top center of the panel, pin-
ning it over the machine stitching.

Working to oneside, I stretched the
cord and pinned it slightly past
the corner of the panel. Stretching
the cord down the side, I secured it
with several pins, and then re-
peated the process with the other
end of the cord. Leaving a space of
about 4" (.635cm) between them, |
pinned all of the remaining cords,
from shortest to longest, stagger-
ing the center points on the top.

Starting the twining at the top cen-
ter point, I needled a 6 (1.83 m)
length of dark brown wool through
the row of tapestry weft just inside
the machine stitching. [ used blunt
needles, placing one on each end of
the now double twining wefts. The
ends should be different lengths so
that when new lengths are added
to the twining, they are not added
atthe sametime. [ twined each way
across the top and down the sides,
interlocking the twining wefts into
the edge of the panel (Fig. 5).

strand

B ===

warp

|

When reaching the edge of the
board, I unpinned the work from
the board to shift it upward. I
stretched about 47 (10cm) of the
completed band at the edge of the
work, after pinning each warp to
the board to maintain proper ten-
sion. Stretching each warp, I se-

FIGURE 5




cured it along the sides and at the
bottom corner.

The staggering of the center points
at the top placed the splice points of
the warp in staggered order on the
bottom, When all of the warp ends
had been secured, the ends were
overlapped 17, (2.54em) and the
excess length trimmed off. The
ends were tapered carefully, be-
cause knitted cords ravel and
slough off when too long a taper is
made, Since cords cannot be glued
and pinned under tension for prop-
er adhesion, I unpinned each cord
pair, marking the overlap pointson
each cord with a pin. I unpinned
enough so that the cord was com-
pletely relaxed, After the pair of
cord ends were glued, I pinned
them to the board, one on top of the
other to dry. When all of the glued
cords had dried, I sewed the splice
points with waxed linen to further
secure them since they would be
under tension while twining. After
restretching andrepinning them to
the board, the twining was com-
pleted on the remainder of the
band.

After removing the finished piece
from the board, I turned it face
down on a flat surface to stuff the
cavity. I cut five layers of quilt
fiberfill to fit the cushion opening.
The % {2cm) tab ends on the panel
were tucked between the layers of
fiberfill, T used enough layers of
stuffing to make the cushion soft
and fluffy.

Since it was never to be turned over
in use, I chose a strong piece of
heavy upholstery fabric for the
backing, hand stitching it to the
inside edge of the twining hand.
The chaise lounge cushion shown
in Photo 1 was the result.

ABOUT THE AUTHOR: Lucele Coutts was
introduced to weaving while at UCLA,
Although she has woven on a textile loom,
she prefers tapestry weaving and basket-
weaving. She is a member of the Southern
Celifornia Handweavers' Guild and was
twice editor of the TIE-UP. Her work {5 in
private collections throughout the United
States, Puerto Rico, Mexico, Canada and
Norway. She taught fiber techniques at
Pepperdine University and La Verne Col-
lege in the southern California area, and is
the author of BASKETS AND BEYOND.
published by Watsan-Guptill. ]
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mail order samples $3.00
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you've been
dreaming of
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The beautiful hand-
criafted 4/8 harness
Cyrefeo loom can be
purchased finished.
unfinished or in kit
fuorm. For more infor-
mation send 51,30
to Cyrefeo, 110, Box
1640, Palo Alto, i
CA 94302,

Features for today's weaver
include: warp advance lever
(warp advance from sitting
position at the benchy,
constant tension
hritke, roller back
beam, angled shuttle
race. and counter
halance with rollers
for even/accurate shed.
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SHAFT-SWITCHING

WHAT IS
SHAFT-SWITCHING?

Shaft-switching is a technique by
which the threading of a warp can
be altered while the warp remains
fixed to the loom.

Usually, if one wants to change a
threading, the warp is left loose at
one end and this end is removed
from the unwanted heddle and
passed through the eye of the hed-
dleofthe appropriate shaft. If there
is no heddle where one is needed,
the weaver usually makes a string
heddle as the substitute for the
missing heddle. This is often re-
ferred to as a repair heddle.

After aloom has been threaded, the
heddles can usually not be moved
from one shaft to another unless
the heddles are of a special type,
such as the plug-in type repair hed-
dles or string heddles that can eas-
ily be tied and untied from both the
upper and lower heddle bar. If a
warp end happens to be threaded
on such a movable heddle, then
shaft-switching is very easy
though not always practical: shaft-
switch by moving a movable hed-
dle, carrying a warp end, from one
shaft to another. The term, shaft-
switching, and the use of this tech-
nique to create patterning is cre-
dited to Peter Collingwood, who
published the technique in a book
The Techniques of Rug Weaving.

DEVICES FOR SHAFT-
SWITCHING

Peter Collingwood, when he first
introduced the technique to hand-
weavers, proposed to switch a warp
thread from one shaft to another by
means of a set of two string loops
(Fig. 1). The warp end to be
switched between shafts I and Il is
28 SPRING 1984 wl
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not threaded on either shaft to
begin with. Instead, the end is left
floating between the back heam
and the apron rod to which it is
attached. The warp passes through
the harness frames I and II be-
tween two empty heddles, one on
shaft I, the other on shaft II. A
string @ goes arcund the top of
frame I, through the eye of the hed-
dle on shaft I, around the floating
warp end, back through the eye of
the heddle on shaftI and istied into
a loose loop over the top of frame L.
A second string b goes around the
top of frame II, through the eye of
the heddle on shaft II, around the
floating warp end, through loop a,
back through the eye of the heddle
on shaft II and is tied to form a
loose loop over the top of frame IT. If
loop a is shortened by means of a
slip knot, the warp end will be
pulled toward the heddle of shaft I
and act as if it were threaded on
that shaft. If the slip kneot is
released and loop b is tightened by
means of a slip knot, the warp end
will be pulled toward the heddle of
shaft II and act as if it were
threaded on that shaft.

Peter Collingwood has improved
this technique over the years in
order to eliminate the slow and
awkward motions of tightening
and releasing the slip knots. He
himself uses a complex home-built
mechanical device which consists
of a set of levers, each of which is
linked to a floating warp end. The
levers arelined up on an axis on top
of the castle and can be switched to
two positions which pull the warp
end either to shaft I or to shaft II.
(The working plans for this shaft-
switching system are available
from The Weaver's Journal Publi-
cations for $5.00.) This device re-
quires some mechanical altera-

tions of the loom and is only
recommended for weavers who in-
tend to use the technique exten-
sively or who are mechanically
inclined.

Inspired by Peter Collingwood’s
shaft-switching device which uses
two interlocking loops, Jane Busse
developed her own system using
one single longer loop. The two
strings @ and & mentioned pre-
viously, are not closed into loops
but are replaced by one continuous
string (asifa and b weretied end on
end), which follows the path of «a,
then of b before it is tied Into a
closed loop with two bouts (Fig. 2).
Bout « is tightened by pushing a
tightly wrapped piece of wool yarn
¢ close to the top of frame I. The
warp end then acts as if it were
threaded on shaft I. Bout b is tight-
ened by sliding the wrapped yarn ¢
close to the top of frame II. The
warp end acts now as if it were
threaded on shaft II,

Having discussed shaft-switching
devices in several workshops, [
have experimented with many
ideas for shaft-switching devices
which were suggested. All started
with a floating warp thread. Adja-
cent to it were empty heddles on the
shafts to and from which the end
needed to be threaded. Easy solu-
tions to attach the floating end to
and from the eyes of adjacent hed-
dles were small safety pins, short
tie strings, tie wires, or small latch
hooks, These devices were either
too clumsy, too weak or decreased
the size of the shed. The best solu-
tion was the use of #12 or #14
safety snaps that come with fish-
ing swivels. The swivel has to be
cut off and the safety snap hasto be
threaded onte the floating warp
end before it is tied to the apron rod
{Fig. 3). The disadvantage of these



pins is that they sometimes fall
apart and that their opening and
closing is hard on the fingernails.
The first problem can be avoided by
using a pin that opens on both ends
(Fig. 4). These are also available in
fishing departments. They can be
attached to the floating warp end
while it remains tied on. The
second problem can be solved by
using jewelry plyers.

Richard S. Shultz and William
Koepp, two American weavers/in-
ventors have kindly shared with
me the workings of their shaft
switching devices. These require
some mechanical alterations of the
loom and are described on pp.32 and
35 of this issue.

WHAT TYPE OF WEAVE
STRUCTURES ARE USED
WITH SHAFT-SWITCHING?

There is no definite answer to this
question because weavers will con-
tinually explore new applications
of this basically very simple tech-
nique,.

To my knowledge, the technique of
shaft-switching works best with
threadings that are based on tie-
down shafts and pattern shafts. A
simple example of such a threading
is the two-tie 4-end block draft, bet-
ter known as the Summer and Win-

ter draft. Fig. 5 shows a typical two-
tie 4-end block threading. Each
unit has two tie-down warp ends
and two pattern ends. For shaft-
switching, the pattern ends are left
floating with an empty heddle on
either side: one on shaft 3, one on
shaft 4, This is indicated in the
draft by the symbol 4/3. Note that
for easy shaft-switching, shafts 3
and 4 are often the frames which
are the closest to the weaver.

Shaft-switching is most practical
for a warp that has a wide sett and
is therefore most popular for rugs
and wall hangings.

The weaving for a rug with a two-
tie bleck draft is done with two
wefts D () and L (O). Block A is
threaded on pattern shaft 3; block
B is threaded on pattern shaft 4.
The pick sequence is as follows:

O (W} in block A

Lidjinblock g | Wefl D) Weit L ()
T+4up  1-3up
2+4up 2 - 3up

Alternate a D pick and an L pick.
Start the D shuttle and the L
shuttle from opposite sides.

To weave a selected area of the rug
D) (W), shaft-switch the floating
pattern warp ends of that area to
shaft 3 which will turn that area
into an A block, To weave an L (00
area, shaft-switch the correspond-
ing pattern ends to shaft 4 (B
block).

OTHER POPULAR DRAFTS
FOR SHAFT-SWITCHING

Two-tie 3-end draft; see Fig. 6.
Two-tie 6-end draft; see Fig. 7.
Three-tie 6-end draft; see Fig. 8.

SHAFT-SWITCHING VERSUS
PICK-UP

Pick-up techniques are other ways
to change the threading of a warp
while it remains fixed to the loom.
Pick-up and shaft-switching give
the same design capabilities for
rugs woven on a two-tie block draft.
The threading draft for a two-tie
4-end draft is given in Fig. 9. The
weaving is done with two wefts D
(W) and L {0}, The pick sequence is
as follows:

D () in block A
L (O in block B

Weft D (W) Weft L (OJ)
1+ pattern 1 - pattern
warp of L warp of D
area area

2 + pattern 2 + pattern
warp of L warp of D
area area

Weave the 2 D picks (same
pick-up), then the two L picks
(opposite pick-up). Start the D shut-
tle and the L shuttle from opposite
sides. Repeat the 4 picks until there
is a change in the design.

FIGURE 3
T
FIGURE 1 FIGURE 4
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WHEN IS
SHAFT-SWITCHING
MOST PRACTICAL?

Usually shaft-switching is only
practical when 6 or less devices are
needed per inch. This leaves out
fine cloth and close setts. For these
weaves, pick-up methods may be
the most practical alternative.
Shaft-switching is mostly limited
to coarse weft-faced fabrics.

Example 1, Fig. 10

A design of great simplicity for
which the profile draft shows 6
blocks or less {4 in our example),
should be done harness controlled.
For most two-tie drafts a 6-block
design can be woven on 8 shafts.
QOur example requires 6 shafts.

Example 2, Fig. 11

This design has 8 blocks and can be
woven on a 10-shaft loom using a
two-tie block draft. Many weavers
have this harness capacity. How-
ever, a close look reveals that this

- e, o™
on | -’F- T
AL AR e

L LA A
Ja ) R

FIGUHE 10

pattern has 10 treadling blocks.
With one treadle tied to shaft 1,
another to shaft 2 and using the
second foot to operate the pattern
shafts, this weave would require 22
treadles. Even if those treadles
were available, the treadling could
be impractical becauseitis difficult
to establish a weaving rhythm if
the feet have to travel over such a
large number of treadles. Here the
shaft-switching technique is re-
commended.

FIGURE 11

Example 3, Fig. 12

This seemingly simple pattern has
24 blocks and would require 26
shafts if woven on a two-tie draft.

The Super £4pclC

. BAMBI
Jumbo Cone Winder 100% Cotton
- Pr;wtzshfd
atura
Made in Switzerland ?ERTR':’SQPIC
...you’ve asked for it Approx. 2500 vds./Ib. : Mlél;'ecurv A Ue:'ggs
- ﬂ Monroe. NY 10950
- and here itis... 914-783-3930

{uick, easy 1o use, solid construction . . .

our SUPER JUMBO

WINDER is equiped with a convenient foot speed contral unit for
smooth operation. A tension controfler and yarn guide allows
the yarn to be fed quickly and evenly. Three plastic cones are
supplied with the unit; each one holds approximately a pound

of yarn,
No. EN-641 Electric Cone Winder {as shown) . . .. .. $124.50
No. E-640 Hand operated winder (without motar

and foot control or platform) . ... ... .. 39.95
No. C-640 Extracones{each}.......... ....... 1.50

To order call TOLL FREE: 1-800-847-4127.
New Yark residents call: 212.679-3516
Dealer inquiries Invited.

SCHOOL PRODUCTS CO..INC.
1201 Broadway, Dept. W, New York, N.Y. 10001

Available from vour local weaving shops or send for Hst of stores carrving our varns,
Stm and professional weavers please send $7.50 and resale number for compiete
5 set.
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FIGURE 12

Shaft-switching is recommended
for this type of patterning.

Example 4, Fig. 13

- The pattern areas occupy a small
portion of the project. In such cases
it is often faster to do the pattern
with pick-up technigues.

SELECTING A WEAVE
STRUCTURE FOR A
SHAFT-SWITCHED RUG

On a 4-shaft loom, the weave struc-
tures are restricted to two-tie block
drafts. The threadings of Figs. 5, 6,
and 7 are the most frequently used.

The two-tie 4-end of Fig. 5 has 3-
span weft floats. The warpis sett at
5 (sometimes 6) epi. There are two
shaft-switching devices per unit.
Half units can be shifted as well as
whole units. The opposite color is
hardiy visible on the face of the
cloth.

The two-tie 3-end draft of Fig. 6 has
2-span weft floats. The warp is sett
at 4 (sometimes 5) epi. There is one

A}

[—B HH

FIGURE 13

shaft-switching device per unit.
The opposite color is frequently vis-
ible on the face of the cloth.

The two-tie 6-end draft of Fig. 7 has
3-span weft floats. The warp is sett
at 3 epi. There are two shaft-
switching devices per unit. Half
units can be shifted as well as
whole units. The opposite color is
visible on the face of the cloth.

On a multi-shaft loom, three- or
four-tie drafts can be experimented
with.

Each threading system necessi-
tates a special selvedge threading
and/or a floating selvedge.

The texture of the cloth, the size of
the float, the amount of opposite
color visible on the face, the
amount of detail in the design, and
the type of patterning will dictate
which of the draft systems is the
most appropriate.

PATTERNS FOR
SHAFT-SWITCHING

All patterns for shaft-switching
can be drawn out on graph paper in
black on white. Sometimes 1 square
of graph paper is equivalent to 1
threading unit, sometimes to %
threading unit. The latter is true if
the designer works with 2 shaft-
switching devices per unit or if the
patterning has areas of vertical pin
stripes produced by pick and pick
progressions of the weft,

Step type patterns are the most fre-
quently used but low angle smooth
diagonals and curved effects are
possible.

FIGURE 14

COMPLEX SHAFT-
SWITCHING ON 4 SHAFTS

The article by Andrea Green in this
issue of The Weaver’s Journal, p.
36 Shaft-switching to Create Tap-
estry Effects, shows double shaft-
switching whereby three color tex-
tures can be used on the same
project: L (O0), ) (M) and LD pick
and pick ().

COMBINING HARNESS
CONTROLLED
PATTERNING AND
SHAFT-SWITCHING

The rug design of Fig. 12 has 24
blocks and could be woven on 26
shafts. The rug design of Fig. 14 is
similar, has only 8 blocks and can
be woven on 10 shafts. The differ-
ence is that in Fig, 12, the two twill
lines are isolated on a blank
ground. This blank ground can be
an additional pattern block (the
9th) which decreases in size to the
right and increases to the left. The
way to increase pattern block 9
(threaded on shaft 11) is to shaft-
switch the pattern warp ends at the
left edge and right edge of the two
twill lines from the blocks on which
they are threaded (shafis 3 through
10) to the blank block (shaft 11).

Examples of these techniques will
be discussed in detail in the next
issue of The Weaver’s Journal. a
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SHAFT-SWITCHING DEVICE OF WILLIAM

Editor: William Koepp calls his
deuvice a linear shaft switcher and
it is especially designed for a coun-
termarch or counterbalanced lvom.

This device uses, of course, the
shaft-switching principles that
Peter Collingwood invented, but in
a different form. It puts the switch-
ing mechanism closer to the
weaver, and the rug pattern can
actually be seen on the device, by
the position of the locking collars. I
collected a pile of coat hangers for
the wires, and bought the hardware
in a hobby shop and a hardware
store. The crude sketch (Fig. 1,
Photo 2} shows the switcher in
action, it does not show the shafts
of the loom, which are beneath the
switcher. This shaft-switching
mechanism does not work as fast
as Collingwood’s lever system, but

it is closer to the weaver, and is not
as complicated to build.

[ use the 3-end block draft shown in
Fig. 2. The loom has to be threaded
sothat #1 shaftis the farthest from
the weaver, #4 shaft is the closest.

The sett of the warp is 6 epi. There
is one pattern warp end per 3-end
unit. Thus, there is one pattern
warp end to be switched from #3
shaft to #4 shaft per 14" and conse-
quently one shaft-switching device
per 4", There are 100 devices on a
90" loom. 1 recommend you read
The Techniques of Rug Weaving,
by Collingwood, for the complete
story.

This switcheris not for a jack loom.
It uses aroller D, to carry the doups
(string loops) to the #3 shaft, (Figs.
1 and 3) and the #4 shaft must

KOEPP

move in an opposite direction from
#3 shaft, and at the same time.
Shafts #4 and #3 are the pattern
shafts and are the closest to the
weaver. If you have a counterbal-
anced loom, and it has a rather
short roller, replace it with one as
long as your reed, and hang it from
pulleys. A countermarch loom will
have to have a roller installed (I
used an aluminum tube, % dia.)
{Fig. 4 and Photo 3). Adjust your
tie-up, so #3 and #4 shafts have NO
play. You don’t want the string
loops to move in the heddles, they
will wear faster.

Construction of the linear
shaft-switcher

Let’s say your shafts rise and fall
3" each, that's a total of 6. Cut the
wires at 7%4""; 6" for the shed, ¥ for
the collar, % on top and %" at the

Iy
roller @0 trame -
string I:Iﬂ I "‘ II |“ -k
doups wiw
=)
string switched to top
locking doups #4 shaft
collar 3/32
A collar
shaft "
switcher threading h
position side
4 - B%"| 4,40
D lj*u 48 wire @..7 J-balt
roller
f
switched to zisa'ln lirk
#3 shaft
b 0 @
sCrew S FIGURE 7
S S S T
7" wire
200
E Tz 3 % front Dshaﬂ D D
r) 4 a
FIGURE 3
FIGURE 1 FIGURE 5
| g Wirg
(a— —— 4 frame
LY o~ pulley cotter ) frame
2 T2 12 pin g——Th «— threaded
SN | T %" aluminum R rod
rep. Flo tube callar
repeat b R roller harness
FIGURE 2 L F cord
IGURE 4 FIGURE 6 fG *— frame
URE 8
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bottom to insert into the wooden
frame. The wooden sticks of the
frame are 2" wide, %’ high and as
long as the length of your reed, or
whatever size rug you plan to
weave. I made mine 48" wide, on a
60 loom. Cut the wood for the
frame top and bottom (A & B) plus
one extra piece for shaft #3 (C).
This piece will only hold guiding
screw-eyes. See Figs. 3 and 5. Mark
all of them at 4” intervals. Drill
holes for wires in the 14" face on the
two frame pieces. Holes should be
%" deep. Drill other holes every
foot, for the threaded rods which
holds the frame together. I used
6/32 threaded rod. Place these
holes between the others, so the col-
larsdo notrub. The frame is held to
the loom cords by cotter pins and a
collar (Fig. 6}, but any method will

AR

2. Shaft-switcher, showing top and bottom
of frame, the wires and the lucking collars,
Doups are in the background.
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1. William Koepp's shaft-switcher is a frame with Incking collars placed above the shafts of
the loom. This pattern was inspired by Barbara Hand’s article, The Weaver's Journal, Fssue

28, Spring I983.

do, as long as the frame cannot
move up or down. Place small
screw-eves along the base of the
frame, as guides.

The front of the lower frame should
be numbered. I like to use a center
in my designs, so I made the center
wire “0”, then I numbered in each
direction left and right, each wire,
out to the selvedge. Each wireis 4™
from the next wire,

I recommend that you warp the
warp on two beams, one for the
warp ends of the switching shafts,
3 and 4, as they tend to get looser
after about four feet of the rug is
woven. This is not a must, of
course, and the usual makeshift
methods can be used instead.

The moving collars (3732} of the
shaft-switcher are locked with a
4/40 J-bolt. This assembly is
sandwiched within a sash chain
link and threaded on the wires of
the shaft-switcher (Figs. 5 and 7).

If you cannot find any J-bolts,
merely buy brass bolts, 4/40
thread, 14" long, and bend them to
an “L” shape. If you find that
tightening the J-bolts is tiring to
your fingers, just keep a thimble
handy, or a finger from an old
glove.

The wires I used measured about
075 on my micrometer. It is the
thinnest that I would try with
3/32" collars, I normally don't like
to use found materials in projects,
since [ feel it implies that the thing
is very, very simple to throw
together, but .075 wire from the
coat hangers met my requirements
perfectly. I used a 5/64 drill bit
(.078”) for the wire holes, %’ deep,
14" apart. Since the collars are
3/32”, you could use 3/32” wires, or
vou can also drill out 1/16" collars
to fit the particular wire that you
want to use, but it is a bit more
work, also

Place the wires into the lower frame
holes, the collars are fitted with the
sash chain links and slid onto the
wires, then the top frame piece is
placed onto the wires. Next, the
threaded rods are slid into their
holes, and a nut is placed at both
ends, locking the frame onto the
wires {Fig. 8). Give the bottom end
of the threaded rod a few taps with
a small hammer, and the nut will
not vibrate off {or use a cap nut).

Make your doups so that the shaft-
switching pulls them snug to the
heddle eye. Hang the roller (ID) as
low as possible. The roller is barely
above the shaft-switcher. We want
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iIF YOU WEAVE . ..

The Mannings have everything
you need!!!

Instruction * Resident instruction
in all types of weaving. Special
classes for beginners.

Looms * lLeclerc - Gallinger

Rug Yarns * Over 300 colors 2-3-4-
6 ply. Special skein wool for veg-
etable dyeing.

Fine and Fancy Yarns: cottons -
linens - mohairs - woals - novel-
ties - chenilles

Name Brand Yarns By: CUM, Lily,

Fawcett, Reynclds, Plymouth,
Stanley  Berroco, Harrisville,
Kolmes

ORDER TOLL FREE
DIAL
1-800-233-7166
In Pannsylvania Call

1-717-624-2223 and receive 1.00
phone allowance on orders over
15.00

Catalog and Rug Woal Samples -
.50

THE MANNINGS
R.D. 2
East Berlin, PA 17316
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3. Shaft-switcher mounted on a counter
march loom with vertical jacks. The doups
are ready to be threaded.

the doups as short as possible.
Peter Collingwood advised me to
have the doups interlock at the
heddles, so that they do not try to
creep toward the reed. I prefer to
keep the doups separate, and deal
with the creeping when it happens.
I like the shafts to rise up straight,
and keep the friction to a minimum.

Setting up the loom

Start the threading with the right
selvedge, it is on shaft #2, then the
next warp end goes through the
doups of #3 and #4 shafts, next end
goes through a heddle on #1 shaft,
and so on, until the left selvedge is
reached, it goes through a heddle
on #1 shaft. See Fig. 2.

In the tie-up, X means sinking
shaft, and O means rising shaft.
Try not to have any slack between
#3 and #4 shafts, no hesitation.
There is no tabby available, a
“mock tabby”, for starting and
ending is: shaft 1 & 2 rising on one
treadle, and 3 & 4 rising on another
treadle.

For the treadling, repeat as shown
in Fig. 2. Design changes are usu-
ally made after the 2 + 4 shaft rise.
It takes two or more repeats to
square out one threading unit. Two
colors are used. The shuttles are
thrown dark, light, dark, light, or
the opposite, depending on your
design.

I recommend using a temple/
stretcher while weaving rugs.

Here’s how I started the
weaving

After sleying the 6 epi reed, and
tying to the apron rod, I wove4thin
wooden slats, then about 1" of old
thick yarn, then %4 to 4" of mock
tabby, using one shuttle, of the
background color of the design,
then I used this pick order:

lift 2 + 4, weft is dark, throw right
to left.

lift 2 + 3, weft is light, throw right
to left.

lift 1 + 4, weft is dark, throw left to
right.

lift 1 + 3, weft is light, throw left to
right.

Now a change can be made in the
shaft-switching design, if so de-
sired.

Note: If you don’t have a hobby shop near
you, here are four mail order hobby bus-
inesses :

TOWER HOBBIES, P.O. Box 778, Cham-
paign, IL 61820.

HOBBY BARN, P.O. Box 17856, Tucson, AZ
85731

EMPIRE MODELS, P.O. Bax 42287, Tuc-
son, AZ 85733

AMERICAS HOBBY CENTER, INC,, 146
W. 22 8t., New York, NY 10011-2466

There are many other sources for these
hobby supplies, but 1 don't have the energy
te list any more!

ABOUTTHEAUTHOR: William Koeppisa
California weaver with four years expe-
rience. His principal interest, howeuver, ig in
the weaving machines used by the early
weavers. He hunts for old books and studies
them until he understands how the mecha-
nisms work, often making drawings and
models of the machines. He has built a
counterbalanced loom from plans he found
and he designed and constructed a counter-
marche loom. He also designed and buili a
device which he calls “Doublejack’™ to elim-
inate floating selvedges. His wife, Gaye,isa
weaver and she advises him on the designs
and colors he uses in his woven projects, u



Ingenious weavers havebeen building-
shaft-switching devices that are
quite different than those described
earlierin this issue. Richard Shultz
of Storrs, CT, weaves beautiful
rugs on a completely home built

system: loom, shuttles, shaft-
switching system, ete. His entire
concept of weaving is quite per-
sonal. He therefore creates rugs of
great originality. The shaft-
switched rug shown in Photo 1 has
a wool weft of two colors, red and
gray. The warp is the same gray
yarn.

Warp: 2-ply rug wool (gray).

Sett: 22 epi with special denting of
1, 1,3, 3, 3,in a 10 dent reed.

Weft: Same rug wool as warp, used
three-fold. Color one is the same as
the warp, color two is red. Richard
Shultz can ply the 3-weft strand
together with absolute control over
the twist. A system he invented
himself!

Width in the reed: 36”.

Threading: The threading is
based on the 2-tie 3-end block draft
of Fig. 1 in which the pattern warp
is switched between shafts 3 and 4
(the two shafts closest to the
weaver). The threading of Richard
Shultz differs, however, in that the
pattern warp end of a threading
unitisreplaced by three groups of 3
threads. Each group of 3 acts as one
working end and hasits own shaft-
switching device.

The threading unit is shown in
Fig. 2;it has 5 working ends which
occupy 4" of the reed. Each unit
has 3 shaft-switching devices.
Thus, there are 6 S/S per inch.

The design can be graphed out on 6
squares/inch graph paper. This
fine grid allows great detail and
smooth moving curves.

For the rug shown, Richard Shultz
put the design curves of the rug
pattern into a computer, also the
number of picks per inch. In return,
the computer gave instructions as
to when and where to shaft-switch

to weave the curvilinear design.

His shaft-switching device in-
volves an auxiliary shaft posi-
tioned in the same way as an
ordinary shaft between the pattern
shafts 3 and 4.

This auxiliary shaft X has a slotted
top and bottom, A strong rigid hed-
dle (made from a wire coat hanger
wire) in the shape of a hook, (Fig. 3)
slides up and down between the
slots. This heddle holds the pattern
warp end (or bundle) (Fig. 4). If the
heddle is hooked on the shaft in
back of it (shaft 3) the warp end will
be threaded on 3 (Fig. 5). If the hed-
dleis hooked on the shaft in front of
it (shaft 4) the warp end will be
threaded on 4. An extra lid or
clamp is necessary on top of har-
ness frame 3 and 4 to hold the hook
in place during the shedding
motion.

Editor: This account of Richard Shultz'
shaft-switching system is done from
memory. The editor is responsible for zny
inaccuracy.

unit - unit —r
Ay o Ly 4
£ o
1 1
FIGURE 1 »
sley together %", 5 dents, § working ends
in cne dent FIGURE 2
—_
—_—
0
e
X f
FIGURE 3 rame
FIGURE 4

lid to clamp the heddle to shaft 3

FIGURE 5
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I. “Arizone Sunset”, light side. Andrea Green, 1982. 30" by 45",

SHAFT-SWITCHING TO
CREATE TAPESTRY EFFECTS

by Andrea Green

Shaft-switching is a lcom-controll-
ed technigque which allows great
freedom of design. It can create
effects similar to tapestry-woven
designs but it is much faster to
weave. On the other hand, a kilim
is a traditional Turkish flat-weave
rug with slittapestry technigue
a8 SPRING 1984 wJ

and geometric shapes in a multi-
tude of colors. Shaft-switching can
produce a rug which is reminiscent
of a kilim but offers several advan-
tages. In addition to the greater
weaving speed, the fabric is thick-
er, with a richer texture, and there
are no slits which have to be sewn

Carol Havey

together and might wear out faster.
Shaft-switching produces a revers-
ible fabricin which the colors of the
figures and ground are reversed
from front to back. Photos 1 and 2
show the two sides of the hanging,
“Arizona Sunset”. It was woven in
double shaft-switching at 5 epi and
finished to hang with either side
visible.

THE DRAFT

A 3-end block draft was used with
double shaft-switching.!:23 In
double shaft-switching, the switch-
ing may take place between more
than one set of two shafts. In the
3-end draft shown in Fig. 1, block 1
becomes block 3 and vice-versa by
shaft-switching between shafts 3
and 4. Block 2 becomes block 3 and
vice-versa by shaft-switching be-
tween shafts 2 and 4.

The three blocks, 1, 2, and 3 differ-
entiate themselves through their
color: block 1 shows color L, block 2
shows colors D and L in vertical
stripes, and block 3 shows color D
Note that the shaft nearest the
weaver is number 4, which makes it
easier to reach the shaft switchers.
Remember this when doing the tie-
up. Note that whenever block 1
oceurs to the right of block 2, there
will be a three-thread float, 1, 4, 1.
This natural flaw in the weave
structure adds an interesting three-
dimensional effect to the design.

In the threading draftin Fig. 2,2/4
and 374 each indicate one un-
threaded end and two empty hed-
dles beside the end. The last two
ends of each selvedge are doubled
and sleyed together to make a firm
selvedge. Note that the end on
shaft 1,that would have been at the
right selvedge, has been moved to
the left selvedge. If shuttles L. and
D are started on opposite sides and
are thrown alternately, this thread-
ing will ensure that the selvedge
weaves correctly without the need
of floating selvedges.

In each repeat, thread the first end
through a heddle on shaft 1. Push
over a heddle on shaft 2 and one on
shaft 4, then pull the second end
through the shafts without thread-



ing through a heddle. Push over a
heddle on shaft 3 and one on shaft
4, then pull through the next end
without threading it through a
heddle. The shaft-switching opera-
tion is easier if both empty heddles
are to the right of the unthreaded
end. Sley the reed, then slide a
shaft-switcher on each unthreaded
end before tying on (Fig. 3). Brass
snap swivels, sizes 12 or 14, are
available in fishing and sporting
goods stores.? Cut off the swivel
part with wire cutters and use
needle-nose pliers or a hemostat to
open and close the snap as you
would a safety-pin.

FIGURE 3

WEAVING THE RUG

Warp: 6/3 linen rug warp (from
Novitex).

Sett: 5 ep1 (15/10).
Weft:

Color I): wool rya varns used two-
fold (from Fort Crailo Yarns).
Color L: wool in the colors of the
Arizona sunset, used threefold
(Crailo-spun from Fort Crailo
Yarns).

Amount of weft used: .51bs. per
square foot of rug,

Threading: The threading is
based on Fig. 2. The vertical border
stripes are threaded (or switched)
so that they are two repeats of the
unit of block 2 on each side.

Carol Havey

2 “Arizona Sunsel”, dark side.

Therest of the rug is woven in block
1 except where the diamonds are to
be placed. Horizontal stripes are
woven at the beginning and at the

end of the rug. Although stripes
can be achieved by switching from
block 1 to block 3 across the entire
rug, a more economical way is to

block 3 3 units (block 2 3Junits | block 1 3 units
XX X G H X KR X X X O L selv. LL_ U 55
' xT Mk ox o xR el 1 1. N 5 80
X X X X XX 4 | M fila 1©
b o 4. 4 4 lA/anialg Q. 0
—_——
% % % N . [ ; LD one repeat one L
AL NN A e ]| 1 2
N ks D ! L
color D colors D and L color L FIGURE 2 5X for each block dp
FIGURE 1. *Mote three thread float.
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reverse the throwing order of the
two colors. If shuttle L is thrown
first to produce a background in
color L, then throw shuttle D first to
produce a stripein color D, If the #2
blocks are kept unchanged, a
checkerboard pattern occurs at the
intersections of the vertical and
horizontal stripes.

Color D was the same throughout
the rug. In “Arizona Sunset” the L
color was “walked”; out of several
strands wound together, one at a
time was changed to a slightly dif-
ferent color so that the colors grad-
uvally melted into one another as
the weaving progressed. After each
switching operation, five treadling
repeats were woven before the next
units were shaft-switched. Al-
though shaft-switching designs
are usually asymmetrical, the dia-
mond in Fig. 4 and variations on it
can be made to appear symmetrical
by switching the blocks asymmet-
rically. For example, in row (b)
there are three #2 units, but going
into row (c) only the two blocks on
the left are switched to #3 units.
The #2 unit on the right remains
the same. (each graph paper col-
umn of the design represents one

wrong side

wrong side

FIGURE 5. Half-damascus

FIGURE 6. Woven edge; completed half-damascus is not shown

3-end unit, each circled number in
the threading draft represents an
end which has been switched from
the row before.)

FINISHING

After cutting the rug from the loom,
the ends were protected with a half-
Damascus edge (Fig. 5). Working
on the wrong side of the rug, make
half-hitches from right to left. As
you tighten each end, the first few
weft shots will be pressed into the
rug so that the weave at the end of
therugis nolooser than in the body

11171

Figure 4. Follow shaft-switching directions and
diagram from botiom to top (a to h) as it would be
woven. Note the three-thraad float wherever an *
appears.
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of the rug. Then a woven edge was
made from left to right across the
rug.? (Fig. 6). Working on the
wrong side of the rug, each warp
end is woven under and over three
or more of its neighboring ends,
and then turned to the back of the
rug. Use a crochet hook to weave
through the shed, catch the weav-
ing end and pull it through the
shed. Curve the end through the
shed to allow for take-up, then
press it firmly towards the rug to
tighten. The more ends that each
end is woven through, the wider the
edge will be,

The last four ends are braided in a
four strand braid for an inch or
more, then tied in a hard over-hand
knot. Saturate the ends where they
emerge from the woven edge with a
fabric glue. After drying over-
night, the ends can be cut off about
Vainch long. The overhand knots of
the four-strand braids may be
soaked in glue before tightening.
This finish is reversible although
the “right” side will look a little bet-
ter than the “wrong” side.
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MULTI-COLOR, ONE-POT DYEING

Multi-color dye techniques, done in
a single pot, lend themselves to
many fiber projects. The uphols-
tery fabric on the chair pictured is
just one example.

For several years home dyers have
been experimenting with dyeing
procedures that give random, yet
pleasing, multiple colors to their
fibers—be they in the fleece, yarn
or finished fabric form. The article
“Rainbow Dyeing” by Erica Rowe,
published in The Weaver's Journal,
Fall 1983, gave a good overall view
of the one-pot multi-color approach.
This method uses a relatively small
amount of water in the dyepot. The
fiber is simmered gently and not
stirred. Several yvears ago Shuttle
Spindle and Dyepot published an
article on microwave dyeing—a
similar, vet different means to the

by Susan Henrikson

same end. Others are doing more
and more sophisticated dip dyeing,
a method where different parts of
the fiber are dipped into different
dve pots and then overdyed where
blends are desired.

My own experimentation in the
field has been with dyeing pre-
made warps. I began by using a
technique similar to that described
in the article by Rowe. My most
recent dyeing has been done using
steam to set the dyes. The system
has given me somewhat less ran-
dom although not totally predicta-
ble results. Often the effect is sim-
ilar to ikat, though more organic.

The steaming process cuts down
the diffusion of the dyes even more
than the gentle simmer, non-stir
technique,

The number of different colors one
wishes to use may vary considera-
bly. I've used as few as two and as
many as eight, depending upon the
effect I've been after. It's safe to
stay with monochromatic colors,
but the results may be more excit-
ing if colors from different parts of
the color wheel are used. There will
be more richness in the blends if
contrasting colors are used. This is
a good hands-on way of learning
how colors blend and how they
affect one another.

A narrow warp project such as a
neck scarf, lendsitself well to a first
experiment. The narrow warp is
easy to handle, one has more con-
trol and can see the results of the
dye distribution readily.

The warp is made and then tied
loogely with figure-eight ties hold-
wJ SPRING 1984 ag



ing bunches of one to two inches of
warp ends (Fig. 1). The ties are
repeated every 18 to 36 inches—
depending upon the preciseness
one desires. The ties are used so
that the warp may be laid flat and
keptin order during the dyeing. Ifa
wide warp is to be dyed, each warp
section is laid side by side and the
figure-eight ties are joined. Even
with careful tying there will he
some slipping, but, because of the
nature of the dyeing process, one
should not expect precise results
anyway.

After the warp is made, tied and
chained, it is scoured in prepara-
tion for dyeing.

Next, sprinkle the dye on the warp.
For a narrow warp a largetubisnot
necessary, but for most warps a
large low container (such as a baby
bathtub) is needed.

Unchain the yarn and, beginning
with the cross, lay the damp warp
as flat as possible the length of the
container and sprinkle the dyes
directly onto the yarn. The differ-
ent dye colors need not meet as they
will diffuse somewhat in the
steam process. The color will be
much less intense, of course, where
white spaces are left,

After the dye is applied to the first
section of warp the next length is
laid over the first and the processis
repeated. Continue until all of the
yarnisin placein the container and
all the dve is dispersed. My expe-
rience has been that the results are
best if two to three times the normal
amount of dye is used.

When all the dye has been applied,
carefully transfer the yarn to the
largest enamel or stainless steel
steamer available. Lacking a

steamer, a screen {(stainless steel or
wooden) placed in the bottom of a
large dye pot will do. Ideally there
should be one and one-half to two
inches hetween the yarn and the
bottom of the pan. The water
should be at least one and one-half
inch deep. Be prepared that dyes on
the yarn that come in contact with
water will diffuse more and give a
different effect.

Cover the pot tightly and allow it to
steam for one and one-half to two
hours, adding more water if neces-
sary. Allow varns to cool in the
covered dyepot. As the dyes are
usually not exhausted, I use the
first couple of rinse waters to form
the base for the dye for the weft
yarn. If more dye needs to be added
for the weft yarn, the same dye
colors used in the warp will blend to
form a harmonizing color for dye-
ing the weft yarn.

The upholstery cushions pictured
were commissioned by a client who
wished to incorporate the feeling of
the out-of-doors in her home. The
fabric was designed to loosely
represent through color and mood
the moss rock outcroppings seen
from the client’s living room.

Eight different colors were used.
Most of the colors were monochro-
matic: orange through rust and
maroon, with contrasts of green (to
represent the lichen) and a deep
gray-brown. There were seven
chairs in all. Each chair was to be
different but was to harmonize
with the others. Thus the distribu-
tion and proportions of the dye
colors could vary from chair to
chair. This was essential, for 30
yards of 27 inch warp would not fit
into one dye pot. Three different
dye lots were used. The yarn for the
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weft for the entire commission was
dyed at one time to assure conti-
nuity. By using the leftover dye
bath and adding more of the colors
used in the warp, plus some black,
the weft color was harmonious, yet
dark enough to recede and allow
the pattern of the warp to domi-
nate.

I've used this method to dye animal
fibers (wool and silk). Union dyes
such as Cushing Dyes are defi-
nitely the easiest to use as they
come in many premixed colors.
Their drawback is two-fold, They
are relatively expensive and they
are not generally as color fast as
the acid dyes from such companies
as Ciba. The acid dyes may be pre-
mixed in their powdered form but
this requires careful measuring
and color knowledge to get the
desired colors. Mixing acid dyes
that are in stock solution is more
accurate,

I've done some experimenting
using acid dyes in liquid form. The
effect is different but can be quite
good. Spray bottles containing dif-
ferent stock solutions and sprayed
at close range give control to the
sprinkling.

As with all home dyeing, it is
important to observe safety pre
cautions. Dye pots and other dye
equipment should only be used for
dyeing—not food cooking. Don’t
mix eating with dyeing—the two
should be kept totally separate.
Cover all surfaces and wipe up all
spilled dyes as soon as possible.
Use rubber gloves and a mask
whenever working with dyes. If us-
ing dyes in their powdered form, be
especially careful to keep your nose
and mouth covered so as not to
inhale the powder. Use adequate
ventilation.

The more I play with this dye tech-
nique, the more excited I become
over the possibilities of the con-
trolled spontaneity.

ABOUT THE AUTHOR. Susan Henrikson
lives in the mountaing above Boulder, CO.
She recently co-authored The Dyers Book
with Carol Kampert. Her current interests
are the dyeing and weaving of creative
clothing. [
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A brand new selection, 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—ithe Glimdkra tapesiry
loom with treadles and beater.

In addition, we carry the full line of Borgs’ famous,
top quality wools, cottons, linens and cottolins (50%
cotton/30% 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 freasure Chest
of Swedish Wedving.

Our products are sold all over the country through
a network of the best weaving and yarns stores. Ask
vours today for a Glimikra loom demonstration and
let them show you our weaving books and sample
cards of over 1000 Borgs color samples, too, Or call
tol! free 1-800-THE-YARN. And discover the pleasure
of weaving with the best.

Glimdkra is just one of the many Swedish compan-
ies pledged to the Swedish tradition of excellence.

A tradition vou can see in the way we do businegss, in
the way we live and in our unspoiled landscape of
mountains, forests and sparkling lakes,

Get close to the Scandinavian magic of Sweden. OQur
products, our people, our land. Come be our guest.

- Sweden.

B B wWhere innovation
is more than just a tradition.
Glimikma Looms’n Yarns, Inc, PO, Rox 16157, Rocky River,

OH 44116, 216-333-759%, Western Division: PO, Box 1271,
Sonoma, CA 95476, 707-938-8229.
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ANATOMY

OF A

QUILTED
COUNTERPANE

by Rita J. Adrosko

A somewhat worn-looking, patch-
ed quilted counterpane (Photo 1,
Fig. 1) was acquired for the Smith-
sonian Institution’s Division of
Textiles collection in 1869. It was
interesting because of the variety
of cloths that make it up and
because, as first suspected, analy-
sis of its materials and construc-
tion revealed that it had been
assembled and quilted during the
eighteenth century.

Since almost all the fabrics that
made up the bed cover showed evi-
dence of varying degrees of wear
before being incorporated into this
piece, all could safely be assigned a
date even earlier in the eighteenth
century than that of the counter-
pane itself. Onequestion that could
not be answered was how long it
would have taken for the various
elements to become as worn as they
were when worked into this coun-
terpane.

This is a step-by-step record of the
partial dismantling of the quilted
counterpane and the analysisof its
components, It is hoped that this
account of pur experience will point
up the usefulness of the careful
observation and technical analysis
of antique textiles in learning as
much as possible about them when
documentary information about
their history and use is not availa-
ble. Perhaps the most important
result of this study was the uncov-
ering of almost a dozen utilitarian
types of fabrics that could have
been made in the United States
during the eighteenth century.

Dismantling a textile for study is
certainly not recommended as a
normal procedure, for in most cases
such treatment will destroy the tex-
tile’s worth as a historical docu-
42 SPRING 1984 Wy

1. Bedcover face

ment. After careful consideration
of this particular case, however, it
was determined that the individual
parts were more valuable separ-
ated than in their assembled state.

The bedcover’s face has a dull
medium yvellow-green unglazed
wool center and sixteen-inch deep
glazed indigo wool borders;
squares of different checked wool-
ens filled in two of the corners. Two
other fabrics, a khaki-colored cot-
ton twill and a deteriorated brown-
ish black wool were used as bind-
ing strips along the edges.

A coverlet served as the major por-
tion of the lining. Because the cov-
erlet was not quite large enough to
cover the entire lining, two differ-
ent striped linsey-woolseys filled
out two of its edges (Photo 2, Fig. 2).

The black wool strip along the
counterpane’s upper edge and most
of both sides were added much ear-
lier than the medern fabric (not
described here) that was sewn
along the bottom edge. The date of
the black sirip, as well as of some of
the other parts of the stitching, is
suggested by their sewing thread.
Its being S-twist two-ply linen did
not make it impossible for the piece
to have been made more recently;
however, such thread in a some-
what detertorated state at least
opened up the possibility of its pre-
dating the period when cotton sew-
ing thread became available.

This bedcover as well as its indi-
vidual components had certainly
endured hard wear, for there was
evidence of repairs made at differ-
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2. Bedcover lining

All photos courtesy of the Smithsonian Institute, Washington, D.C.
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ent times on most of its parts, as
well as on the counterpane itself.
Apparently the edge that now
served as the bottom (the edge with
the two contrasting fabric corners)
had been in such bad condition at
one point that the worn edge had
been cut off and roughly turned
under, and khaki cotton twill bind-
ing applied. Itis quite possiblethat
at an earlier stage of the counter-
pane’s use this bottom edge had
been used at the foot of the bed.
This is suggested by the presence of
the corner squares, that now fill in
cut-out corner squares that once
could have hung down on either
side of bed posts at the foot of the
bed.

The most worn side of the linsey-
woolsey parts of the lining had
been stitched down toward the
interlining. Even before they had
been sewn into the counterpane,
they had been mended crudely with
two-ply S-twist natural linen
thread. In fact all fabrics, except
the green and indigo wool face
fabries and the glazed wool twill
found buried inside, had had hard
wear before they were incorporated
into the bed cover.

When the different sections were
assembled, the stitching was crude
and bunched-up in some places,
although the final quilting stitches
were neat, and of fair quality. One
corner had been quilted especially
tightly, suggesting a different

iy’

H
FIGURE 1. Bedcover face

FIGURE 2. Bedcover lining

FIGURE 3. Between interlining and face

Key to FIGURES 1,2 and 3

A = multicolor wool check

B = glazed indigo wool

C + unglazed green wool

D - all-black woo! check

E = striped linsey-woolsey #1

F = striped linsey-woolsey #2

G = linen and wool coverlet

H = khaki cotton twili

| = black woo!

J = dark stripe; wool, linen
and cotton

K - red and blue wool

L = glazed wool twill #1

M - glazed wool twill #2

7

L2
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hand from that which worked most
of the remainder of the counter-
pane. The border quilting pattern
was a more elaborate diamond
design than the center’s simple
diamond repeat. It might have
been done at a different time from
the plain diamond quilting in the
center.

It is made in weft-faced plain
weave, with the warp completely
hidden by the wool weft. Groups of
six natural linen warp yarns
woven as one alternate with sin-
gles linen warp ends to form the
basic pattern block. The border is
formed in the same way, incorpo-
rating a different number of warp
ends in each group to form the
border blocks.

Its pattern is a checkerboard repeat
about five inches long and four
inches wide, consisting of 2% inch
wide blocks, with an inch-high
horizontal band made up of stripes
of blue/yellowish-tan/blue separ-
ating each row of blocks. Alter-
nately woven yellow-tan and dark
brown weft yarns create the block
and stripe pattern. Switching color
blocks is achieved simply by weav-
ing two shots of the same color
weft, then continuing to alternate
brown and yellow-tan shots in the
new order. In this way the predom-
inating weft is reversed; the same
principal as that used in forming
log cabin blocks is in operation
here.

We emerged from our study of the
quilted counterpane’s, and the cov-
erlet’s, materials and composition
with an exciting conclusion. This
coverlet was quite likely the oldest
one in the Smithsonian’s collec-
tion, whose earliest coverlet until
then was an overshot coverlet with
the woven date *“1784.,” This cover-
let might also be the earliest one
identified until the present in any
other collection of American cover-
lets (Winterthur's collection in-
cludes an overshot coverlet with
“1773” woven into one corner).

In trying to determine by whom
and whereit mighthave been made
we searched our own and other
coverlet collections for similar
a4 SPRING 1984 wJ

pieces with a known provenance.
The only other whole coverlet made
in the same technique found in the
Smithsonian’s collection is one
that had been used by the Copp
family of Stonington, Connecticut
around 1800. Our guess had been
that a weaver with an English
background made the Copp cover-
let, since most of Stonington’s
population around the turn of the
eighteenth century was of English
descent or origin. Efforts to find an
English counterpart of this cover-
let were unsuccessful.

A layer of white carded wool
formed the center section of the
interlining and natural dark brown
carded wool filled in its borders.
The presence of carded wool as a
quilt’s interlining usually indicates
that it was made before commer-
cially carded cotton became avail-
able early in the nineteenth cen-
tury. During the latter period
American-grown and ginned,
carded cotton fiber took over as a
replacement for wool, probably
because cotton was easier to laun-
der, less expensive and perhaps
lighter weight.

Four of the five fabric patches
found hidden between the interlin-
ing and outer fabrics did not dupli-
cate those on its face or lining.
Fig. 3 shows the various layers of
fabric revealed when the checked
wool on the lower right corner of
the counterpane was peeled back.
In this original arrangement a
glazed wool twilland ared and blue
wool fragment are seen resting
against the dark carded wool of the
interlining.

Before dismantling, this compara-
tively small counterpane (86" long
X B4 wide) (221 em x 171.5 em)
weighed eleven pounds. Five and
one-half pounds of this weight was
in the coverlet that made up most of
the lining,

In the dismantling process the lin-
ing was carefully snipped away
from the counterpane’s interlining,
leaving intact the interlining and
face fabrics, along with the re-
mains of the still-attached quilting
stitches. It was felt that the quilted

face, still joined to the interlining,
could be remounted on another
backing ifit ever became necessary
to exhibit the face side of this bed-
cover. Only the corner squares and
the fabrics that lay directly under
had been permanently removed
from the face. If necessary they
could be replaced with suitable
eighteenth-century-type fabrics.

The Coverlet

Before the relatively small coverlet
was separated from the counter-
pane, it appeared that it might be
just a part of a once-larger bed-
cover. Fortunately it turned out to
be a whole coverlet, made up of two
86 inch lengths, each 29% inches
wide, sewn together with two-ply,
S-twist linen thread. Both the top
and bottom edges are finished with
inch-wide red herringbone twill
worsted tape. The top binding tape
was stitched to the coverlet with
red wool yarn. The coverlet’s over-
all dimensions are 86 x 59% inches,
and it shows no evidence of ever
having fringe.

The Burnhams wrote about such
coverlets in Keep Me Warm One
Night (Toronto: Royal Ontario Mu-
seum: 1972, pp. 147, 182-3), conclud-
ing that they are among the earli-
est found in Canada. The Cana-
dian versions appear to have been
woven by Alsatian Mennonites
who may have brought knowledge
of weaving them from Europe. Fig-
ure 234 in the Burnham’s book is a
coverlet that especially resembles
QuUrs.

The presence of bright red bindings
along the top and bottom edgesof a
yellow-tan, brown and blue cover-
let was puzzling: this color combi-
nation seemed a bit garish judging
by the use of color in other early
coverlets. Although the color of the
yellow-tan parts was even and
appeared only slightly more
orange on the side hidden from
view, it was thought that perhaps
what was now yellow-tan had
faded to that hue from an original
orange-red (madder) color; that
would have justified the use of the
red trim.



It was slightly disappointing that
analysis of the dye materials did
not confirm our hypothesis. Max
Saltzman, a dye chemist who has
examined many early dyed tex-
tiles, and who had the yellow wool
coloring material analyzed, in-
formed us that it was quercitrin, a
component of quercitron, a vellow
dyestuff derived from the bark of
the black cak tree. This excellent
dyestuff was commonly used in
America until the mid-nineteenth
century. While this report did not
prove what we hoped it would, it
added to the circumstantial evi-
dence that the counterpane and its

coverlet were, indeed, made in
America.

The Other Fabrics

The two other main categories of
fabrics found in the counterpane
are linsey-woolseys and common
all-wool cloths in types that would
have been used primarily for
clothing. Because we believe that
this bedcover predates the use of
the power loom, all of these fabrics
would have been hand woven.
There is, however, no sure way to
distinguish imported from locally
made fabrics or professional weav-
er'’s work from that of non-profes-
sionals, except possibly by guesses
based on fineness of weave and fin-
ish and knowledge of the fabrics
usually imported.

The linsey-woolsey group includes
two “true” linsey-woolseys {(E and
F), those having a linen warp and
wool weft. Each has a different
arrangement of blue and brown
weft stripes, and of warp bands in
natural and light blue. The brown
warp of the third fragment (J) in
this group is also linen, but its
striped weft is made up of dark
green wool and black and brown
cotton. Its overall dark color, plus
the unusual use of cotton make it
quite different from other fabrics of
this genre. Cotton yarn was cer-
tainly used at the time, but the pro-
cessing of domestic cotton before

the introduction of Whitney’s cot-

ton gin was very slow. Also, the cot-
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ton imported from Britain, which
came from India, was spun either
in Britain or in India, and would
have been more expensive than
using wool alone for the weft. Find-
ing cotton dyed in dark colors in
this utilitarian sort of fabric was
even more surprising.

Seven of the eight all-wool fabrics
are solid colored; all except two are
fairly coarsely set plain weaves,
with the other relatively fine-=*—
twills. The thread count of most of
the plain weave pieces averages 29
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X 26, while the pair of twills aver-
age 51 x 43 threads per inch, The
latter finely polished fragments
may be the work of professionals.

All except two fabrics in the group
are piece-dyed in rather dull colors:
one indigo, a dull yeliow-green and
two black; both twills are greenish
brown. The exceptions are the pur-
ple cloth having solid red in one
direction and indigo in the other,
and the log cabin threaded small-
scale check in red, light greenish
blue and dark indigo.
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Weave
Multicolor wool check plain

Glazed indigo wool 7
Green unglazed wool
All-black checked ?
wool

Striped linsey-woolsey
#1

1

M Cow P

F. Striped lingey-
woolsey
#2

G. Coverlet

H. Khaki cotton twill twi}l
I. Black wool plain
J. Dark striped cloth 7

K. Red & blue wool ? '
L. Glazed wool twill #1  twill

M. Glazed wool twill #2

FABRICS IN THE QUILTED COUNTERPANE

Yarns

W & F: red, It indigo &
dk indigo

W & F dk indigo

W & F dull yellow-green
W & F black

W: white & It blue linen
F: med & dk indigo &
brown wool

W: white & 1t blue linen
F: 1t & dk indigo &
brown wool

W: natural linen

F: brown, yellow-tan &
med blue wool

W & F: khaki cotton

W & F: black wool

W: brown linen

F: dk green wool; black &
brown cotton

W & F: red & blue wool
W & F: greenish brown

Dye
Method

yarn
piece

»

piece

>

yarn

worsted
W & F: greenish brown
worsted

Probably the most interesting
fragment of these is one of the two
all-black pieces (D). On first glance
it appeared to be just another
rather worn and tired-locking
black cloth., Closer inspection re-
vealed that it had a subtle, almost
imperceptible checked pattern.
Further examination showed that
it was produced by alternating
eight S-twist with eight Z-twist
yarns in both the warp and weft.
Although unlike damask in struc-
ture, it resembles damask in its
dependence on the difference in its
reflection of light to bring out the
pattern. In this case the reflection
of light on the groups of S- and Z-
twist yarns is different enough to
show up the fabric’s checked pat-
tern.

J.P. Wild in Textile Manufacturein
the Northern Roman Provinces
(Cambridge: Cambridge Univer-
sity Press; 1970, p. b4) described a
similar fabric made in early times:

Check effects achieved by alter-
nating S- with Z- spun yarns with-
out a color change are common
among prehistoric finds, but are
as yet without parallel in the
Roman provinces.

How such a fabric made its way
into a quilted counterpane in
eighteenth-century America would
no doubt make an interesting story,
if it were ever possible to track it
down.

The project had a very happy end-
ing: besides providing the Division
of Textiles’ collection with what is
probably its earliest coverlet, this
counterpane added to it a selection
of ordinary citizens’ garment fab-
rics of the typethat normally would
not have been preserved as gar-
ments, and certainly not as tex-
tiles.

ABQUT THE AUTHOR: Rite Adrosko is
the Curaior of Textiles at the Smithsonian
Institute in Washingtorn, D.C. n



A SAFE DYE FOR CHILDREN

Color was the theme of our guild’s
meetings for the months of October
and November. Being a spinner
and weaver but not much of a dyer,
I decided this was the perfect time
to try a new dye.I did and the colors
I got are so vibrant——actually
shocking; the method so easy, the
cost very inexpensive, the dye
accessible to everyone—every
where. So I began—I used handfuls
of washed fleece and dyed the wool
in a green enamelware kettle. After
Thad tried all the availablecolors, I
tried dyeing a 3/12 worsted wool
(Nehalem from Oregon Worsted
Co.) for warp. Wow! What color!
Then I carded some of the dyed
wool fleece and spun it into a var-
iegated yarn and wrapped it on a
card. I put the bright fluffs of wool
into a beautiful basket, dropped the
Nehalem skeins over the handle
and set off for the guild meeting. At
the meeting I set a card on topof the
wool asking the members if they

would identify the dye. Such com-
ments!

During “show and tell” 1 again
asked who could identify the dye. ..
no one. I whipped out several
empty packages of Kool-Aid! What
a success my basket of color was.
My phone has been ringing off the
hook with people having fun with
the Kocl-Aid dyes. The possibilities
are unlimited. The colors can be
blended, top dved, ete.

Probably the most important as-
pect is that it is safe to use around
children so is excellent for demon-
strations.

The actual method 1 used for dye-
ing the wool is as follows:

1. Wet the wool,

2. Add two packages of sugarless
Kool-Aid to kettle of cold water.
Stir,

Add wool.

Turn stove to low,

When wisps of steam appear,

S

by Marilyn Gilsdorf

turn to simmer and set the timer
for 30 minutes.

7. At the end of 30 minutes, turn
the stove off but leave the wool
in the kettle to slowly return to
room temperature.

8. The wool was then rinsed, with
no loss of color, washed in
Woollite and rinsed and again
no less of color.

With the exception of grape Kool-

Aid, all the colors exhaust the dye

bath. Absolutely fascinating for

children of all ages.

I think I better explain where the
aqua color comes from. In grocery
stores I have found two different
colored packages of lemon-lime.
One package makes the bright
green, the other, the aqua.

Editor’s note: Here at The Weaver's Journal
we have tested the dved swatches which
Marilyn Gilsdorf mailed to us by exposing
half of the swatches to the sun for a period of
more than a month, The results are remark-
able: no visible fading took place. L]
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1. Tarascan lace scarf by Micheline Thabet: 20/2 cotion, 24 epi,

9" wide, 220 ends

TARASCAN LACE
by Micheline Thabet

Tarascan Lace, a gauze weave, is
still being woven today by the Tar-
ascan Indians living in the Micho-
acan region of Mexico.

The lace is composed of two parts:
the background and the pattern.
The background 1s a complex al-
as SPRING 1984 wJ

ternating leno structure. It takes

four wefts to complete the strue-
ture. The pattern is a simple alter-
nating leno structure.

The loom is set up for plain weave.
The warp threads are in multiples
of four. A flat shuttle for the weft
and a pick-up stick are needed.

Marlene Heim

BASIC PROCEDURES

When shed one is open, the first
right thread is up. The pick up is
always done on shed one and the
weft passes from the right to the
left {crossing row).

When shed two is open, the first
right thread is down. There is no
pick up on that row. The weft trav-
els from left to right (plain weave
TOw).

BACKGROUND

Repetition of the following four
rows will produce the background.

Row 1: With shed one open and
starting at the right, push the
upper warp threads slightly to the
left with the left fingers. With the
stick, pick up the first two bottom
threads (2 and 4) and drop the first
two upper ones (1 and 3). Pick up
the next two bottom ones (6 and 8)
and drop the next two upper
threads (5 and 7) (Fig. 1). Continue
picking up two and dropping two
through the row (thisisa 2/2 cross-
ing). The 2/2 crossing could be
numerically expressed as follows:

2/2,2/2,...2/2,2/2,

Ml

<III _:|

8 7 &
FIGURE 1

The stick is now holding the
crosses. Turn it on edge to open a
shed. Throw the weft from the right
to the left. Before removing the
stick, use it to push down the weft.
Remove the stick and beat.

Row 2: With shed two open, pass
weft from left to right. This is a
plain weave pick.

Row 3: With shed one open, pick
up the first right bottom thread (2)
and drop the first upper thread (1).
Pick up the next two bottom ones (4
and 6) and drop the next two upper
ones (3 and 5) (Fig. 2). Continue
picking up two and dropping two to
the last two warp threads. Pick up
the last bottom thread and drop the



Marlene Heim

2. Tarascan lace Scarf by Micheline Thabet

last upper thread. Numerically it
would look as follows:

1/1,2/2,2/2,...2/2,2/2,1/1

4o

FIGURE 2

Pass the weft from right to left.

Row 4: Same as row 2,

PATTERN

The link between the background
and the pattern is done

a. by picking up two bottom warp
threads and dropping one upper
warp thread to the right of the pat-
tern, e.g. picking up 2 and 4 and
dropping 1 (Fig. 3} (2/1 crossing).
b. by picking up one bottom warp
thread and dropping two upper
warp threads to the left of the pat-
tern, e.g. pick up 20 and drop 17
and 19 (Fig. 3) (1/2 crossing).

RN

RN

FIGURE 3 20 19 18 17 16 1S

I
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To make a simple alternating
gauze weave, starting at the right
on shed one, pick up the first two
bottom threads (2 and 4) and drop
the first upper thread (1). Pick up
the next bottom one (6) and drop
the next upper one (3). Continue
picking up one and dropping one to
the end of the pattern (1/1 cross-
ing), ending by picking up one
thread and dropping two (Fig. 3).
On a numerical diagram it would
look as follows:

1/2,1/1,1/1,...1/1,1/1,2/1
DESIGN GRID

In Tarascan lace, the crossings
could be represented as:

2/2: pick up 2 drop 2

2/1: pick up 2 drop 1

1/1: pick up 1 drop 1

1/2: pick up 1 drop 2

Itis much easier to design orread a
pattern if a grid is used (inspired by
Margaret Newman’s publications
on Tarascan Lace).

Each “2” in the grid, represents
four warp threads and corresponds
to a 2/2 crossing (Fig. 4). It is the
background. To design a pattern
the lines are drawn diagonally or
horizontally on the “2”s (Fig. 5).
Inside those lines, there is always
an odd number of 1/1 crossings.

The “2”s covered by the lines are
the link between the background
and the pattern. Each pick-up row
is followed by a plain weave row.
The plain weave row is not shown
on the grid. The reading of Figs. 4,
5, 6 and 7 should be from right to
left (reverse for left-handed people)
and from bottom to top.

222222 222222
22222 22322
222222 2222
2za2222 2 1 P 2
222222 2222
22222 22222
22222¢2 222222
L__ FIGURE 4 FIGURE 5

Fig. 6 is the numerical reading of
Fig. 5. Fig. 7 represents the weave
draft of Fig. 5.

2/2,2/2,2/2,2/2,2/2 2/2
1/1,2/2,2/2,2/2,2/2,2/2,1/1
2/2,2/2 1/2,1/1,2/1,2/2,2/2

VA, 202 1/2, 171,170, 1/1,271, 27211
2/2,2/2.1/2,141,2/1,2/2,2/2
1/1,2/2,2/2,2/2,2/2,2/2,1/1

2/2,2/2,2/72,2/2 2/2,2/2

FIGURE &

WEAVING

It is important to release the ten-
sion of the loom slightly while
weaving the lace.

Since the draw-in is large and the
edges are difficult to control, the
use of a stretcher is recommended.

FIGURE 7
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PROJECT—SCARF

Warp and weft: 8/2 cotton
Sett: - epi

Width in the reed: 4.5”
Total number of ends: 2
Length of warp: 2 yar. 3

Weaving: Start and end the scarf
with two rows of plain weave. Fol-
low the patter1 on the grid (Fig. 8).
The lozenge can be repeated as
many times as desired.

After becoming familiar with the
structures of the lace, it will be
interesting to make a grid on a 814"
% 117 :heet, to design patterns and
weav : them to see the resulits.

ABOUITH" AUTHOR Micheline Thabet,
a weaver F um Queber, Canada, b s done
extensive research in fraided anid woven
bands. H 'r experimentations with arcient
and ethr'c techniqres have led her to
develop various innova ve methods for
producing b ds. She rves workshops,
teaching bra. ng techn.ques. Micheline is
also fascinat. . with all 1ypes of loom la-es
and will cont.: ue to develop this inte. st
which atways wni ils new discoveries,
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3. Tarasean loce scarf by Micheline Thabet:
8/2 cotton

Marlene Heim

2222222222222 22222
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22222222222222222
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Rk 2 2222222
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FIGURE 8
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THE MASTERWEAVER LOOM:
A NEW CONCEPT IN HAND-WEAVING
by Dr. M. M. El-Homossani

BACKGROUND

The MasterWeaver Loom is a Can-
adian invention,! patented in Can-
ada and in the U.S.A. and many
other parts of the world. The loom
offers an unconventional approach
which replaces the necessary rais-
ing and lowering action of the warp
threads (shed formation) accomp-
lished by the harness-treadle sys-
tem of standard hand-weaving
looms,

- As often is the case, a remarkable
woman was behind this invention:
the inventor’s wife. The inventor—
a renowned scholar and professor
in the field of medieval philos-
ophy—was motivated by the need
of his wife to carry on weaving as a
form of therapy for severe arthritis
in her hands. His search was for a
simple, yet versatile means to over-
come the difficulties which his wife
encountered in preparing and
operating a conventional loom.
This resulted in the development of
a pattern design cylinder having a
series of thread-separator discs
capable of controlling the move-
ment of the warp threads individu-
ally, and enabled relatively
complex patterns to be achieved on
a simple form of loom. The patent
rights were sold to the present
owners, MasterWeaver (1982)
Ltd..? a company wholly owned
and operated by Canadians.

The story behind this achievement
may deserve tobe told in a separate
human-interest feature, but this
article is aimed at introducing and
discussing the technique and de-
sign methods of this revolutionary
new loom,

SHED FORMATION BY MEANS
OF A PATTERN DESIGN
CYLINDER

The search for a simple, manipula-
tive and versatile device to raise

and/or lower certain threads in a
pre-selected consecutive order con-
tinues to be a challenge for weav-
ing designers. Weaving technology
has, of course, succeeded in achiev-
ing precise control of the warp
threads, either in groups or indi-
vidually, but this involves complex
mechanisms and requires lengthy
training and a high degree of skill.
A competent designer requires an
in-depth knowledge of the inter-
dependence of the weave structure
and the draft and the lifting plan.
This knowledge is very valuable in
helping a designer overcome the
severe mechanical limitations of
the traditional weaving loom.

In hand weaving, the harness-
treadle system is the most com-
monly used technique to accom-
plish the weaving process. The
mechanism is simple and capable
of producing most of the basic
weaves and their derivatives. It is
possible to incorporate 12 or more
shafts, and as many as 12 treadles
is considered practically accepta-
ble. This, together with the use of
fancy drafting, and selecting yarns
with particular characteristics, is
sufficient to provide a variety of
textures for the weaver.

The main disadvantage associated
with the treadle method, apart
from its restricted patterning pos-
sibilities, is that it is necessary to
alter the treadletying, or rearrange
them, when the weave has to be
changed. Moreover, if the new
weave repeats on a different
number of picks, it will also be
necessary eitherto add or eliminate
certain numbers of treadles. The
cumbersome work involved in
changing the weave made some
weavers shift to dobbies to facili-
tate weave changes, even though
the desired design is within the
capability of the treadle technique.

Dobbies are initially more compli-
cated and much more expensive
than treadles, but they are versatile
and usually control sixteen and
sometimes as many as thirty-six
heddle frames. Since the lifting of
the frames is controlled by some
form of pattern chain, there is vir-
tually no limit to the number of
picks per repeat.

For woven designs which are com-
posed of freely drawn patterns, itis
necessary for each warp end to be
individually controlled. The Jac-
quard machine and its associated
harness provided the required
mechanism to achieve individual
control of the ends in the design
repeat. For hand-weaving pur-
poses, the Jacquard machine is
usually available in a variety of
sizes to control from 100 to 600 ends
per repeat. However, this capacity
may reach 2000 or more ends per
repeat for machines which are
intended for the production of large
repeats, involve high density setts
on automatic weaving looms.
Need!ess to say, high skills and
profound technical experience are
recquired to master the unlimited
patterning possibilities offered by
the Jacquard machine.

The entirely different concept of
the rotating cylinder of the Mas-
terWeaver loom offers a new and
simplified technique to form an
interwoven structure. This novel
device fills the gap between the
treadle system and the dobby, and
thereis every possibility thatit will
overcome a number of the difficul-
ties and drawbacks associated with
conventional looms.

The loom is shown schematically
in Fig. 1. As can be seen, the
harness-treadle system has been
replaced by a variable rhythmi-
cally operating pattern design cyl-
inder (weaving cylinder). This
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cylinder consists of a series of
octagon-shaped warp lifting discs
(Fig. 2) arranged side by side and
mounted on acommon shaft, These
discs are individually and separ-
ately rotatable relative to the shaft
and to one another, so that their
relative position may be changed.
To facilitate setting up different
patterns, the eight sides of the discs
have raised position markers by
means of which the position of each
disc on the shaft can be visually
identified. At each end of the
design cylinder there is a control
wheel, which also has eight flat
surfaces marked 1 to 8, at a 45
degree angle to one another. These
numbers indicate theeight angular
positions of the shaft and accord-
ingly the mounted disecs. By em-
ploying this type of shedding, the
warp threads are not actually
threaded into the heddles or the
likes—as in the case of conven-
tional looms. Instead the threads -
are run over the warp lifting discs,
each of which has an active posi-
tion—like a cam—forraising a par-
ticular warp thread and thereby
producing the shed. Once the discs
have been set up in their desired
pattern along the shaft, and locked
in position, weaving may then be
carried out. Each time the shaft is
rotated one-eighth of a turn, it is
possible to form a new shed,
through which the shuttle and weft
thread may be passed.

From a study ofthe geometry of the
warp lifting disc as illustrated in
Figs. 3a and 3b, it will be apparent
that the outer cam (C) should sub-
tend an arc or angle such that it
produces a lifting of the warp
thread (T) between any four adja-
cent positionson the disc. The warp
thread (T) will remain in its lower
position during the other four posi-
tions of the disc. It will, however, be
appreciated that if desired, the disc
design could be altered by chang-
ing the cam geometry in such a way
that it would provide a different set
of warp lifting possibilities. A var-
iety of such configurations is pos-
sible and no doubt would broaden
the application and design capabil-
ity of the weaving cylinder.



DESIGNING ON THE
MASTERWEAVER LOOM

Referring to Figs. 3a and 3b, the
numerical positions of the discs are
shown, being numbered 1 to 8 in a
clockwise direction. Thus it is ap-
parent that in four consecutive
angular positons—inactive posi-
tions 8,1,2,3—the warp thread (T)
will remain resting on the inner
ring (D} and will not be raised.
Conversely, in the following four
consecutive positions—active posi-
tions 4,5,6,7—it will be seen that
the warp thread (T) will be raised.
The relation between the sequence
of the positions of the warp lifting
discs and the sequence of the wheel
positions of the complete cylinder
may be represented graphically as
shown in Fig. 4a.

The numbers at the bottom of the
graph are related to the disc setting
sequence across the cylinder, while
the numbers atthe left of the graph
correspond to the control wheel
positions of the evlinder. The filled
in squares represent the raised
warp threads, and the blank
squares represent the lowered ones.
The diagram in Fig. 4a, shows the
principle of shed construction in all
eight disc positions when all eight
wheel positions are used. As one
can see, at each wheel position
there are always four warp threads
raised and four threads lowered,
wherever they might be located
across the width of the warp and in
whichever sequences. It is not
necessary to use all the eight disc
positions or all eight wheel posi-
tions. Some of them can be used
repeatedly and others may be
omitted, according to the desired
pattern. The design may also be
represented numerically, This
method considers the actual pro-
gression of the numerical sequence
of the disc positions in conjunction
with the relative wheel positions of
the cylinder. Inthis case, thegraph
which appears in Fig. 4a can be
numerically represented as shown
in Fig. 4b.

The first step in creating a pattern
on the MasterWeaver loom is to
determine the sequence for each

disc’s position markers across the
weaving cylinder. The second step
is the turning of the complete
cylinder between successive weav-
ing interlacings from one to an-
other of the control wheel’s eight
positions. At each wheel position,
the shed will be different. There-
fore, the pattern being produced
depends on two factors:

1) The setting sequence of the warp
lifting discs arranged at the first
position of the control wheel.

2) The sequence of the successive
wheel positions between consecu-
tive wefts.

Because both the disc positions and
the successive wheel positions of
the cylinder can be varied, it is pos-
sible to create a wide range of novel
weaves and structures by combin-
ing the two factors mentioned
above and/or resetting them into a
new relationship, In addition to the
basic weave structures which are
shown in Fig. 5, more elaborate
designs can be achieved utilizing
the new concept offered by the
pattern design cylinder. To inves-
tigate the designing potential of
the new loom, a systematic ap-
proach was employed by the author
of this article which resulted in the
creation of a variety of patterns.
The designs shown in Fig. 6 and 7
are selected as examples to demon-
strate the type of designs which
can be achieved on the loom. The
present design of the warp lifting
discs allows only 6 E.P.I to be
employed, which places a restric-
tion in producing firm structures
with designs having long thread
floats. The Company is, however,
already overcoming this restriction
by developing discs which will
allow the application of 9 and 12
E.P.1

One of the main advantages of the
design cylinder is that it provides
the ability to change the woven
pattern from time to time without
unwarping the shedding device.
This is simply achieved by loosen-
ing the nuts on either end of the
cylinder shaft and resetting the
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FIGURE 10. Setting up the disks

warp lifting discs into a different
relationship. Preferably; all of this
will be carried out in accordance
with specific pre-designed pattern
directions, so that the weaver can
produce the desired pattern. In fact,
this unique feature opens an entire-
ly new area in hand-weaving de-
signing. This is clearly demon-
strated in the design shown in
Fig. 8, which was constructed by
changing and combining different
patterns without interrupting the

FIGURE 8. Sample cloth showing £ —; twill varia-
tions. Author's design

It must be emphasized that sim-
plicity is the predominant theme of
the present design of the loom.
Warping is simply cariied out by
rotating the frame of the loom
within its stand, placing the warp
threads (in the form of one con-
tinuous strand) between the warp
lifting discs (Fig. 9). It takes less
than 20 minutes to dress the loom
regardless of the complexity of the

pattern. Pattern selection 1s made
very easily by using a crocliet hook
placed into one of the small holes
located at each corner o7 every disc
(Fig. 10). The discs are rotated
individually and then arranged so
that the numerical series shown on
the bottom of the pattern diagram
appears in a straight line between
the number 1 positions showing on
the control wheel at each end of the
cylinder (Fig. 11). Weaving on the
MasterWeaver is also as easy as
the previous steps. The shuttle is
passed through the shed opening
made by the weaving cylinder,
then the control wheel is turned to
the next position specified by the
chosen pattern. The shuttl- is used
as a beater and the piocess is
repeated. Due to the exceptional
simplicity, the loom is ideal for
introducing weaving to schools
and to rehabilitation and craft
centres.

It will, however, be appreciated
that the application of the in-
vention is not limitid to the
MasterWeaver loom shown in Fig.
1. The design cylinder is equally

LI

FIGURE 11. Control wheel alignment for disk
setting

applicable to looms ‘where separate
warp threads are »,upported in a
conven .lchal typeofloom structure
with appropriatc ten<ioners, let- )ff
and ik -up dev.ces, such as are
used or wea -ing greater lengths of
cloth. At the ‘ame time, if the
weaver only wishes to weave a
fabric of a relativel, limited
length--for example for custom
designed garments, cushion covers,
wall hangi .gs, etc.,—th. present
design of the lovom is perfectly ade-
quate. However, the warp iength
can b: ext aded 30 feer, using a
mino:r accessory available through
MasterWeaver (1982) Ltu. (No. 14,
Fig. 1).

In cerclusion the new device for
controlling the action of warp
threads offers a new concept in
weaving cesign an'  technology
and deserves the ttention of those
who are involved in the design and
application of new methods -
fabric formation. T" e unique idea
of relating designs and weave
gtructures to numerical ;eries ‘2ands
itself to the appl ation of
computer-aid- 1 desigr., where a
much broader range of fabric de-
£igns can be achieved. Thke poten-
v .loi «dapting vhe princiries of the
design cylind.r of the Master-
Weaver loomt modern high-speed
automatic looins may oper new
areas in weaving technolog, .

1. Cdn. P 877738 and U.S.P, 3604468

2. MasterWeaver (1952 Ltd., 145 Front
Street East, TORONTO, Ontario,
Canada M5A 1E3
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Keeping one’s cool is the prime
objective at this point in the year.

It should be a very cool Summer
color-wise. White is always thefirst
to be considered, and its crispy bril-
liance is especially favored this
season, whether it’s used alone or
combined with another hue,

The Neutrals come with such a
number of descriptive names that
finding the right yarns will present
no problems: natural, cream, ivory,
ecru, vanilla, oatmeal, tan, sand,
beige, greige, putty, honey, and
khaki. All combine with white for
fresh colorations.

Of all the Pastelsto be worked with,
pink is probably the most preval-
ent. After that, pick a blush or a
peach, celadon, periwinkle, mauve,
curry, melon, orolive, The blues are
inspired by the sea. California
colors bring to mind citrus and
tropical fruits and fresh veggies.
Whatever the choice, in wovens
they are all lightened further with
more white and often used just as
an accent with white and the
neutrals.

The tie-dyes of today are soft, sub-
tle, and sophisticated, whether
dowie in pastels or dark and mono-
chromatic (not highly contrasting)
tones. They are often seen in
homespun fabrics so are not limit-
ed to fine silky ones.

For several seasons now fashion
fabrics have taken cues from clas-
sic men’s wear. Fanciful colora-
tions and imaginative combina-
tions of yarns certainly lift these
from the “whybother” category for
the handweaver, Ticking stripes,
shadow plaids, end-on-end con-
structions, chambray effects, and
tweeds all offer the possibility of
adding some dash and make
handwovens look different from
purchaseable fabrics, not to men-
tion an endless variety to concoct of
fabrics and pattemns.

S
Eq Susan Hic[ﬁ

Printed fabrics rarely provide
much that can be translated to
loomed cloth, but this year there
are several treatments that pique
interesting ideas. The first is the
growing popularity of hand-
painted goods, especially graphics.
Second is reading about a fabric
designer who hand-marbelizes her
textiles. And third is the prolifera-
tion of “random line” prints, which
conjur up conceptions of laid-in
threads and even “eye lash”
applications.
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ilfustrated by Kay Read

Another cooling aspect of this
Summer’s clothing is the shape in
general, loose and easy and gra-
cious. A cautionary note: the gar-
ments can appear so simple that
they seem unconstructed. The good
news, however, is that shaping is
many times done with tucks and
pleats.

Begin with the Chemise, that ubig-
uitous dress that can skim the con-
tour while hiding all manner of
faults, no doubt accounting for its
recurring approval. The basic dress
1s quite uncomplicated, fluid,
effortless, and feminine. It'snot too
big, just billowy enough to be
appreciated for its cooling effects,
and narrows toward the bottom. It
may include such flirty details as
oversized buttons, a kicky pleat or
slit, well-placed cut-outs, straps
that criss-cross the back, shaped
edges, a dropped waist or a seam at
the hips.

Skirts are straight when jacketed
or full when not. Hemlines play at
all lengths; it must depend on how
well air-conditioned is one’s space
in addition to considering over-all
proportions.

Pants are important, too, with
volume added at the top by extra
pleats or shirring, even using a
drawstring at the waist. They then
either fall straight or taper and
may he cropped above the ankle.
Bermuda shorts are cut wide, right
for walking,

Jackets continue the theme of
looseness and range from short
and boxy to hip-concealing. Some
appear to be just merely chopped-
off long coats. They are collarless
or have elongated lapels, can be a
cardigan style, have one button
and dolman sleeves.

Layering abounds and works for
Summer thanks to lightweight,
airy fabrics—even mesh. The1
Sweeper Coat is breezy, made with
a hint of tailoring. Overalls, sus-
pendered or bibbed, are worn
straight or belted. A Pinafore might|
be pulled overa T. The big Bowling
Shirt doubles as a jacket.

Pockets seem to be embodied in
most attire, though they’re ob-
viously not for the purpose of]
warming the hands. It they’re not|
concealed in side seams, they're
very frank, large patch ones on the
outside. Fringe is sometimes an
accent on a garment, always re-
fined, never to look too homespun
even though the fabric may. Linen
tape is used more and more as a
trim. Neck scarves of cotton mesh
are triangular or oblong, tied high
or low. Pouchy handbags art:r
patchwork collages of a variety o

fabrics.

So put aside the ruffles and frills for
now, and think Clean Lines in
these times. Give it the light touch
for this season in the sun, and
soften or crisp it all with white. j
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TWILL AND PLAIN WEAVE BLOCKS
WITH LONG-EYED HEDDLES
by Eve T. Broughton

On an 8-shaft loom one can thread
two 4-shaft twill blocks. Each set of
4 shafts can be tied up for 4 twill,
1= twill and plain weave as shown
in Fig. 1. Any tie-up of shafts 1
through 4 may be combined with
any tie-up of shafts 5 through 8 to
make a large number of combina-
tions of 3-tone blocks (warp twill,
weft twill and plain weave). Each
additional block takes 4 more
shafts. The design of Fig. 2 has &
blocks and would thus need 20
shafts of which as many as 15 may
have to be lifted at once. The pur-
pose of this article is to show how
this same weave structure can be
woven on a 2-harness system,
requiring far less shafts hut which
uses long-eyed heddles.

The two-harness system has a
ground harness in front, a pattern
harness in back {see Fig. 3). The
pattern harness holds a pair of
shafts for each pattern block (10 in
the example of Fig. 2). In front,
right behind the reed are the 4
ground shafts carrying long-eyed
heddles. Each warp passes through
two heddles: a heddle of a pattern
shaft and a long-eyed heddle of a
ground shaft.

Fig. 4 shows one pattern block (A).
Each block has a multiple of 4 warp
threads. The pattern shafts are
called I and 11, the ground shafts 1,
2, 3, and 4. All the threads through
1 and 3 alse go through I, all the
threads through 2 and 4 go through
I1. The tie-up of Fig. 4 shows that
each ground shaft has its own
treadle. For each weft pick one
ground shaft has to be raised. The
treadles are used in sequence 1,2, 3,

4.
Lo twill (ﬁ; twill): raise a

ground shaft and no pattern shaft;
raise all 4 ground shafts sequen-
tially.

Plain weave: alternate raising
the pattern shafts. Raising ground
shafts 1 or 3 at the same time as
58 SPRING 1984 wJ
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and raising ground shafts 2 or 4 at
the same time as II will not affect
the weave.

4+ twill (warp twill): raise a
ground shaft and one paitern

shaft; raise all 4 ground shafts
sequentially.

Lift I with 1 and with 3. Lift I with
2 and with 4,

weft twill: 1 2 3 4

plain weave: 1+1 2+ 3+ 4+

warp twill: 1+ 2+ 3+ 4+
Chart I

Fig.5showsthe addition of block B
threaded on III and IV. Each block
can be woven in weft twill, plain
weave and weft twill. The two
blocks may be combined in nine
different ways:
weft-weft, weft-plain, weft-warp,
A B A B A B
plain-weft, plain-plain, plain-warp,
A B A B A

B
warp-weft, warp-plain, warp-W

A B A B A B
Using Chart I as a guide and
changing I to IIT and II to IV for
block B the nine treadlings are
shown in Chart II.

Or

Weft twill: no pattern shaft.

Plain weave: odd pattern shaft with odd
ground shafts.
aven pattern shaft with even
ground shafts.

Warp twill: eveni pattern shaft with odd ground
shafts

On the reverse side of the fabrie,
plain weave is still plain weave, but
weft-twill () becomes warp-twill
(*+ ), and vice-versa. Hence, the
patterns may be woven on counter-
balanced looms without any alter-
ations of threading or tie-up. If the
pattern being done has markedly
more warp-twill than weft-twill (for
a rising harness loom) one may
wish to tie-up for the reverse face.
Counterbalanced weavers will pre-
fer more warp-twills than weft-
twills in their tie-up.

Every block in the pattern requires
a pair of pattern shafts in addition
to the four ground shafts. This
means a total of 10 shafts for a 3-
block pattern, 12 shafts for a 4-
block pattern, and 20 shafts for an
8-block pattern. The number of
treadles needed will also depend on
the pattern: one will need four for
the ground shafts, and a pair for
every different treadling block.

COMMENTS ON SETTING UP
THE LOOM AND WEAVING

Position the ground shafts as close
to the reed as possible.

Since some threads may be pulled
up by the ground shaft, but down
by the’ pattern shaft, a gap of
several inches between these two

close together, but assign blocks to
the various weave structures using
these guidelines: (1) To the blocks
most frequently appearing as plain
weave in the design, assign pattern
shafts I and II. Plain weave does
not call for threads to be pulled in
two directions at the same time,
(2) Assign those blocks with the
fewest warp threads to the rear-
most shafis.

Use both feet (two treadles) for
every throw of weft. The treadles
can be “fine-tuned” to maximize
your shed. It is very easy to weave
warp-twill instead of plain weave if
the shafts are not properly aligned.

Assign the middle treadles on your
loom to the ground shafts. For the
pattern shafts, keep each pair of
treadles together.

NOTES FOR WEAVING ON
COUNTERBALANCED LOOMS

Hang the ground harness separ-
ately from the pattern harness. By
adjusting the height of each shaft
relative to the reed, one can maxi-
mize the gize of the shed.

Because some pattern shafts are
tied to several treadles, they tend to
hang lower. I put compression

Ogdﬂpa“e"" shaftwith evenground  ghafts will improve the shed. Have  springs beneath the treadles near
shatts all the shafts of the same harness  their attachment to the loom. This
warp beam
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DT 1234 A B
2 weft-plain 14m 21V 341l 41
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negates the weight of the treadles
on the shafts.

My loem has lams pivoting on one
side of the loom. I found that for the
easiest action of the treadles, the
treadling blocks with the fewest
assigned shafts should be tied to
the treadles closest the fulerum, as
these are the hardest treadles to
push down. Those treadling blocks
with the most shafts are tied to the
treadles furthest from the fulcrum.
A very rarely used treadling block
will be assigned to atreadlecloseto
the fulerum when possible. The
treadles will then be “out-of-order,”
but one can use masking tape to
identify them. Keep your pairs
together!

Remember, for sinking shed looms:

Warp twill; no patiern shaft

Plain weave: add pattern shaft with adg
ground shafts
aven pattern shaft with even
ground shafts

Waeft-twill: even paftern shaft with odd ground
shafts
odd patiern shaft with even ground
shatfts

Chart 3

PROJECT: Seven-block twill
and plain weave rug.

Warp: black 3-ply acrylic worsted
weight yvarn, approx. 2 lbs.

Sett: 8 epi (30/10).
Weft: 3-ply worsted weight acrylic

yarn.
Rust (R) 2 oz
Light rust (L) 3% oz
Guold () 3% oz
Yellow (Y} 3% oz
White (W) 9% oz
Cream {8 20z

The weft color for each block 1is
shown on the pattern draft of
Fig. 7.

Size of the project: 45" x 827 (1,14
m x 2.8m).

Pattern: Fig. 7 shows the pattern
for the rug. It combines weft-twill,
warp-twill and plain weave.

Threading: See Fig. 6.

The selvedges are threaded as
shown, Also use floating selvedges;
for these, double the thickness of
the warp threads. They are tied to
the front rod, run through the reed
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FIGURE 6

in the dent adjacent to the last reg-
ular warp thread, and through the
harness frames without passing
through any heddles. The floating
selvedge threads are not wound on
the warp beam. Instead, each ongis
held taut with a 1 to 2'4 b, weight.
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Pass the shuttle over the floating
selvedge threads on the right to-left
throw, and under the floating sel-
vedge threads on the left-to-right
throw,

Tie-up: Fig. 8 shows the 8 tread-
ling blocks. For each treadling
block it is shown which blocks
weave warp-twill (even pattern
shafts lifted with ground shafts 1
and 3 and odd pattern shafts lifted
with ground shafts 2 and 4), and
which blocks weave plain weave
(odd pattern shafts lifted with
ground shafts 1 and 3 and even
pattern shafts lifted with ground
shafts 2 and 4). The threading
block not listed will weave weft-
twill.

Fig. 9 shows a practical tie-up. A
ground treadle and a pattern trea-
dle will have to be depressed at the
same time.

The treadles on the loom are
arranged as in Fig. 10.

Weaving: Begin with 10 picks of
plain weave with the black weft,
Alternate ground shafts 1 + 3 and 2
+4,

For each treadling block repeat the
4-pick weft sequence six times (see
Figs. 7 and 9). End with 10 picks of
plain weave.

Finishing: Tie the warp ends in
groups of 8 with an overhand knot,
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ABOUT THE AUTHOR: Eve Broughton is
a happy California weauver. In 1872 she bor-
rowed Kdward Worst’s book, Foot Power
Loom Weaving and, using his instructions,
built a 4-shaft, 45" counterbalanced loom and
learned to weave on it. The loom has grown
now to 20 shafts and 20 treadles, as she
explored more complex weaves. Last year
she attended her first weaving conference,
Northern California Handweavers, and
found it a stimulating experience.

Eve's joy inweaving (s in trying new weaves
and creating herown petterns. Of the weauve
she has shared with The Weaver's Journal
readers, she explained, “It stemmed from an
attempt to create a complex damask effect,
but as I played with it, I saw that three
sepuarate tones could be achieved. .

%

ORDER ALL YOUR WEAVING, SPINNING, DYEING BOOKS AT DISCOUNT

Any good, standard Classics and many New Titles
Also Needlewerk, Hobbies, Crafts, Dolls, Miniatures

KATHERINE RAMUS

10% discount on any U.S. books

Please send SASE with your inquiry.

2100 E. EASTMAN AVE.,

ENGLEWQOD, CO 80110
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THE BLANKET WEAVE
by Annette Robitaille

Translated from the French by Clotilde Barrett

The Blanket Weave, which Harriet
Tidball mentions in The Weaver’s
Book and also in The Handloom
Weaves, is a weaving technique
which is little known and not often
used. Nevertheless, this weave
structure produces a cloth which is
well interlaced, yet soft, and which
is therefore particularly suited for
blankets. This weave offers also
the opportunity to create designs
based on a 6-block profiledrafton a
4-shaft loom.

THE DRAFT
The Blocks

The first four blocks are threaded
in the same way as the blocks of
Colonial Overshot (see Fig. 1). The
weaving of these blocksis done “on

opposites” with two wefts: color D,
(M), color L (O).

FIGURE 1

This method of weaving (on oppo-
sites) does eliminate the need for a
tabby binder. Therefore the combi-
nations 1 + 3 and 2 + 4 can be used
to thread two additional blocks.

A fifth and a sixth block may thus
be threaded as shown in Fig. 2.

FIGURE 2

Inthethreading of Blanket Weave,
block E has to be placed between D
and A; block F has to be placed
between B and C (see Fig. 3). Note
that the addition of these blocks
causes a block of an odd number of
warp ends to be succeeded by a
block of an even number of warp
ends;e.g.,4,b,4,5,4,in theexample
of Fig. 3. And, as in an Overshot
threading, two adjacent blocks al-
ways have a common warp thread.

FIGURE 3
Weft D (ll} wWeft L ()

Block A Din A shafts 1 + 2down (3 + 4 up) LinC:shafts 3 + 4 down (1 + 2 up)
Block B Din B shafts 2 + 3 down (4 + 1 up) L in D:shatis 4 + 1 down (2 + 3 up)
8lock C D in C: shafts 3 + 4 down (1 + 2 up} Lin A shafts 1 ~ 2 down {3 + 4 up}
Biock D Din O: shafts 4 + 1 down (2 + 3 up) Lin B: shafts 2 + 3down (4 + 1 up)

The weaving of blocks E and F is

done similarly to the other blocks

thus:
Block E Din E: shafts 1 + 3down (2 + 4 up) L in F: shatts 2 + 4 down (1 + 3 up)
Block F Din F: shafts 2 + 4 down {1 + 3 up) Lin E:shafis 1 + 3 down (2 + 4 up)
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Selvedges

The selvedge threading is a
straight draw.

Tie-up
ABFCDE EDCFHBA
af | IxXIX L]
3 o]=
21X X 2
11x] 1 X j
sinking shed rising shed
Profile draft

For the development of profile
drafts it is easiest to work with
blocks of the same Bize, e.g8., 4, 5, 4,
5,4,5,endsor6,7,6,7,6,7, ends or
8,9,8,9,8,9,ends. The progression
of the blocks should be as smooth
as possible. To accomplish this, use
only the progression shown in Fig.
3 in one direction or the other (see
Figs. 4a & b). If this rule is not
observed, there will be awkward
floats at the transition from one
block to another. Pointed and re-
verse profile drafts work well but
the block corresponding to the
turning point has to be one with an
odd number of warp ends. (This
same rule applies to the turning
blocks of Overshot.). In Figs. 4a &
b, the turning blocks are indicated
with arrows and have an odd
number of ends.
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FIGURE 4

Squaring the blocks

To square a block, repeat the two
opposite picks as often as there are
warp ends in the block minus one.
Thus, to weave the threading of
Fig. 3 as the blocks are drawn in



and with square blocks, weave as
follows (rising shed):

Wefi D (ll) Weft L ()

Biock A 3+4 1+2 3times
Block B 4+1 2+3 4 times
Block F 1+3 2+4 3times
Block C 1+2 3+4 4 times
BlockD 2+3 1+4 Jtimes
Block E 2+4 1+3 4 times

To weave as the blocks are drawn
in, the treadling order of the blocks
has to be the same as the threading
order of the blocks.

WARP AND WEFT

The size and the count of the warp
and the weft are not the same.

Warp: Fine yarn sett twice as far
apart as for twill. For example: if a
yarn is sett as 24 epi for a twill, it
should be sett at 12 epi for Blanket
Weave.

Weft: This yarn should be heavier
than the warp (at least twice as
thick) and be of two colors L and D.
The first is usually the same color
as the warp; the second is a con-
trasting color (or texture). The weft
count should be so that there are
twice as many picks per inch as
there are ends per inch. Thus, for a
warp sett at 12 epi there should be
24 ppi.

PROJECT-BEACH ROBE/SKIRT
Warp: 2/16 cotton, natural.
Weft

Background

For the D yarn (l): line linen bou-

cle, unbleached.

For the L yarn ((0): natural cotton
i light slub. . .

gz&z;g btasnl:;; Sett: 15 epi (60/10) Width in the reed: Approx. 58"

For the D yarn (): 10/2linenin4  Weft count: 30 ppi. (1.47 m).

diffi t colors.

Forif:L yarn (O): natural cotton  E rofile draft: See Fig. 5. Total number of warp ends: 869

with slight slub. amm r ends.

. aal ! Left selvedge: 4.
Note that all of the weft yarns are  rigures [+ jage sid saad F Right selvedge: 4.
of the same grist. They vary in ax 4 repeats of 78 ends: 858.
fiber, color and texture, Threading: See Fig. 6. Balancing block A: 3.

SuNFaaRy, a SRNFRUED,
SRR T T T I9S = CO TR R Ry T T RS
ends ends 78ends repeat 11X " ends
FIGURE 6
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Claude Robitaille

Treadling. The entire block devel-
opment of the pattern, including
the treadling profile and the tie-up
is shown in Fig. 7. The cloth is
woven as the blocks are drawn in.
Thus the treadling profile is the
same as the threading profile.

The cloth is woven on opposites.
The treadling blocks of Fig. 7 are
woven as follows:;

profile

The two picks of each block are
repeated until the block has the
desired height.

Sewing instructions: See Fig. 8.

a. right side seam.

b. left side seam,

c. sleeve cap of the beach robe/

false pocket opening of the skirt.

d. casing for drawstring, Shoulder
and neck opening for the robe/
waistband for skirt.

. lower hem.
buttons.

. buttonhole loops.

oq ™o

Yarn O (l)
Biock A 1+ 2down{3 + 4up)
Block B 2+ 3down (1 +4up
Block F 2+ 4down {1 3up)
Block © 3 rddown{l +2up)
Block D 4 + 1 down {2 + 3 up)
Block E 1+ 3down (2 + 4 up)

Yarn L{T])
31 4down {1 + 2 down)

1+ 4 down (2 + 3 down)
1+ 3down (2 < 4 down)
1+ 2down (3 + 4 down)
2+ 3down (4 + 1 down)

2 +4downi{1l * 3 down)
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ABOUT THE AUTHOR: Annetie Rohitaille
is ¢ Conadian weaver whose main interest
is handiwoven garments, She likes to make
one-of-a-kind gurments with a “hend-
woven’ character. She personally handies
each step [n weaving a garment from the
chatce of fiber, color, weave structure, weau-
ing, tailoring end finishing the garment.
This limits her production but is appreciated
by her well-chosen clivntele.

To create these unique fabrics, she hod to
acquire unt in-depth knowledge of weaving
technigues. This led to a study course in the-
ory and practice of weaving which she has
taught for the last five years. She is writing
o series of articles in French based on her
cluss notes, called “Cahiers de Tissage”
Fach year she makes an in-depth study of
another technigue, which she teaches. Her
studies of Warp Rep Effects and of Blanket
Weauves have been published in The Weaver's
Journal.

Annette works on four Inoms, a 60" 12 shaft
floor lvom with two beams, a 247 12 shaft
table loom with two beams, a 36" 4 shaft
loom and a 247 4 shaft loom. She is currently
president of Tisserands Createurs de Que-
bec, inc. She writes: “Tam 38 yearsoldand I
hope to live to be 100 in order to realize ail
my weauing projects.” u



BOOK REVIEWS

Unless otherwise noled, all book reviews are
by Clotilde Barrett.

OF COVERLETS, THE LEGACIES, THE
WEAVERS by Sadye Tune Wilson and Doris
Finch Kennedy © 1983 by the authors. Pub-
tished by Tunstede, 212 Vaughn's Gap Rd.,
Nashville, TN 37205. 11" X 14” format, 496 PR,
hardcover, $50.00 plus $3.90 P/H.

This is a beautiful and luxurious book about
bedcavers from the 18th and 19th century in
the state of Tennessee.

In 1978, the Handweaver's Guild of Nashville,
decided to be a sponsor for a Ternessee tex-
tile history praject. It was to be conducted by
Sadye Tune Wilson and Doris Finch Kernedy,
who are knowledgeable weavers, writers and
can make photographic records. They re-
searched museum archives and contacted
famities who had coverlets and information
on them. This work took five years and the
results will be published in three volumes.
The first one is just published and is the sub-
ject of this review.

About 1000 textiles have been analyzed and
documented. All the written and photo-
graphic records on these are now preserved.
Scores of coverlets, many of them in plain
weave but most in 4-shaft overshot, and sev-
eral counterpanes with various other 4-shaft
weave struciures are the subject of this book.
All are lavishly illustrated with colored and
black and white photographs. The data for
each textile includes the pattern, the owner,
the origin, the weave structure, the size, the
warp, the weft. the provenance and all the
known information on the weaver. In many
cases the authors have included some addi-
tional notes that are retevant to the textile or
its origin, as well as copies of old photos of the
waavers, their families and homesites,

The drafts given are based on the old hand-
written draft systems used by the early
coverlet weavers but the authors have devei-
oped a more elaborate system which allows
them to emphasize the block design of each
motif that is included in the pattern. This new
system for recording overshot coverlets is
clearly explained in the beginning chapters of
the book. It takes a littls time to get used to
this system which involves a lot of codes but,
in the end, it is rather easy 1o master. In these
chapters the authors condense a great deal of
information on overshot in very few pages.
They did an outstanding job setting up this
new classification system for 4-shaft Colonial
overshot. The graphic motif classification
shows how a pattern evolves and is a very
valuable design too! for the contemporary
weaver who wants to explore new patierns.
The color photos are a real inspiration to
explore various color effects on overshot
weaves.

For all the coverlets in overshot weave, the
reader is given an in-depth understanding of
the weave structure, the draft, the motifs and
the patterns. There is an excellent discussion
of the old handwritten drafts and their con-
temporary interpretation. However, for the
counterpanes, mostly white on white, which
are discussed toward the end of the book, the
information is far from comptete. These are
woven in a variety of 4-shaft weaves such as

haheycomb, M's and Q’s, and spot weaves.
For these there are no drafts nor adequate
data with regard to the patterns and weave
structures. The photography is not sharp
enough to allow the reader to make a fabric
analysis from the pictures. This book is a real
treasure in so many ways that one may tend to
forgive the authors for the omissions in the
information on counterpanes. Nevertheless,
this data shoutd be recorded and published in
order to preserve our heritage.

This book has several appendices which refer
to coverlet patterns and owners. These are
valuable research tools. The book alsc is
indexed and has a biblicgraphy.

Leafing through a publication like this one is
truly a visual pleasure. Each page is beauti-
fully designed and gives a great deal of
knowledge on the patterns, the use of yarns
and the traditions of the old Tennessee cover-
lets. It is a great tribute to the women of
Colonial families.

WEAVING SOURCEBOQK, IDEAS AND
TECHNIQUES by Else Regensteiner @ 1983.
Published by Van Nostrand Reinheld Co., 135
W. 50th St New York, NY 10020. 8%" X 11"
format, 176 pp., hardcover, $27.50. ISBN 0 442
27507 2.

This is the second edition of the Weaver's
Study Course by Else Regensteiner. it has
been fully revised, updated and expanded.

This book is the second major publication by
the author, who writes: “In my first book, The
Art of Weaving, | was mainly concerned with
basic weaves and technigues. Here, | want to
expand that knowledge by presenting more
advanced weaves, other varieties of tech-
nigues, and a fresh new look at the many
possibilities inviting exploration.”

The book sometimes appears as a project
book, sometimes as a technical weaving text,
sometimes as a pattern book and mast often
as a book on textile art dealing with color and
texture,

Chapter 1, Fabrics for Clothing, gives some
general information for successful projects.
The author then discusses weave structures
with emphasis on color effects and rich sur-
face texture. Chapter 2, Clothing accessories.
introduces the reader to double weave. 1o the
popuiar loom-shaped trianguiar scarf, to
inkle weaving, card weaving, other fiber tech-
nigues suitabie for ornamentation and to
loom shaping.

Chapter 3, Fabrics for Interiors, emphasizes
loom-contrelled patterns giving a variety of
textures from subtle to bold and includes
many highly decorative structures seldom
described in other books. Pick-up methods
are often given as a substitute for harness
control. This chapter also includes rug and
tapestry technigues including shaft-switch-
ing and pick-up methods.

Chapter 4, Interior Accessories, 1s filled with
inspiring ideas and has a variety of technical
information on weaving patterns and also on

non-loom techniques. This approach is car-
ried on in Chapter 5 entitled Toys.

Chapter 6, Wall Hangings and Scuiptural
Weavings, deals with tapestry techniques but
also some very decorative loom-controlied
pattern weaving. It inciudes notes on dyeing
and off-lcom techniques.

An important asset to this book are the many
photographs of projects that weavers from all
over the US. have contributed in order o
stimulate the reader or introduce new con-
cepts and innovative ways to use fibers for
functional and decorative projects.

The weaving patterns that can be found
throughout the book show a great variety of
designs and textures but once they are out of
sight they are difficult to refer back to unless
they have a specific name which is indexed in
the back of the book.

The purpose of the book as shown in the
Guote by the author is well fulfilled and many
weavers will be encouraged to be more crea-
tive and to try new patterns.

THE FIBERARTS DESIGN BOOK i, edited
by Jeane Hutchins, ® 1983. Published by
Larks Books, 50 College St. Asheville, NC
28801, 81" X 11" format, 181 pp, hardcover:
$27 95; softcover: $18.95. ISBN 0 937274 06 2.

This book is an illustrated catalogue of con-
temporary fiber pieces which have been
selected by stafl members of the publishing
company.

Nine hundred artists apptied to be included in
this catalogue. From their siides and phote-
graphs, a total of 520 have been reproduced in
this book, many in color. Each entry is shown
with the name of the artist, the title of the
work, the weave structure, the fibers and the
size. Often there is an additional comment on
the work by the artist him/herself. The works
are roughly categonzed in groups which
separates 2 and 3 dimensional work, minia-
tures, wearables, etc.

The publication is a real success. it is a delight
to leaf through the pages and become aware
of the large variety of textile art that is being
done today. The quality of the work and the
large variety of concepts are impressive. As a
textile craftsperson myself, | appreciate the
technical information that is given in the cap-
tions. It is minimal but satisfies my inguisitive
mind.

Aside from “wearables” the number of func-
tional pieces, such as rugs, pillows and woven
bedcovers, is alarmingly small. Does that
mean that such projects were not entered or
does it mean that the artistic qualities of the
entered pieces were so low that they could
not be included in a catalogue of “tiber arts"?
As one leafs through the pages of this book it
might be well to enjoy the fiber pieces but also
to wonder why there still seems to be a con-
flict between functionalism and art. A similar
book, dealing with ceramics, would certainly
include teapots, bowls and place settings.
why?
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PREHISTORIC TEXTHES OF THE SOUTH-
WEST by Kate Peck Kent © 1983, by the
School of American Research, Santa Fe, NM.
Published by the University of New Mexico
Press, Albuguergue, NM B7131. 8" X 10’
format, 316 pp, hardcover, $70.00. ISBN 0
8263 0591 1.

This scholarly book is the fourth of the
Southwest Indian Arts series sponsored by
the School of American Research. The pur-
pose of this series is to examine and docu-
ment a wide range of Southwest Indian Ars
from the anthropological, technical and aes-
thetic perspectives.

in this particular volume it is the intention of
the author “to describe and to ascertain the
origin of the kinds of fabrics made by Indians
ol the prehistoric Southwest in order to
understand the hisiory and the evolution of
the textile crafts and their importance in the
lives of the people.”

In this book, Kate Kent analyzes the materials,
weave structures and designs of the many
fragments of textiles found in grehistoric
Southwestern sites. Her deep understanding
of archaeology and ethnography enables her
to interpret this textile art and clarify the tech-
nological, historical and cultural significance
of these finds.

For the purpose of this study, textiles are
defined by the author “as flexible or pliable
fabrics constructed frem spun plants and
animal fibers by various weaving, looping,
netting, plaiting, braiding processes.” Bas-
kets and mats are not included.

The earliest archaeological textiles which
have survived, date from A.D. 200. They reveal
non-loom techniques and a variety of fibers.
The fibars of the prehistoric Southwestern
textiles include human hair, dog hair, wool
and hair from wild animals, feathers, several
bast and leaf fibers and finally domesticated
cotton. The author discusses the preparation
of these materials including their spinning
and plying. This same chapter includes a dis-
cussion of mineral and organic dyes.

The next chapter analyzes and describes
non-loom techniques for single element
fabrics. These techniques include looping,
netting, oblique interlacing {braiding), inter-
linking (plaiting) and wrapping. All the struc-
tures are clearly explained and illustrated.
This study is followed by a discussion of non-
loom fabric structures which require a warp
and a weft. Archaeclogical finds of this type
are divided into the following: narrow bands,
wide fabrics with weft twining and wide plain
weave fabrics which are woven without shed-
ding devices.

The last group of fabrics discussed in the
book are woven on a vertical loom and
include some evidence of the use of back-
strap looms. The weave structures range from
plain weave, open weaves and gauze weaves
to compliex fioat weaves, twills and com-
pound weaves. This chapter also includes
surface decoration such as embroidery, tie-
dying and painting.

These highly technical studies lead to a dis-
cussion of designs. These designs reveal a
great deal about the artistic aptitudes and
tachnical skills of prehistoric Southwestern
society. Some designs are tremendously time
consuming even though most textiles are util-
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itarian articles or clothing.

Throughout the book the study of archaeo-
logical fragments is supported by ethno-
graphic data such as early historical docu-
ments. It leads to the recognition of regional
styles and a better understanding of culturai
developmants and interrelationships.

The text is well illustrated; technical drawings
clarify written descriptions; clear black and
white photographs show many of the objects
{textile fragments and tools) that have been
excavated; handsome color plates bring out
the aesthetic qualities of these pieces and
give a glimpse of the color range used by the
prehistoric Indians of the Southwest.

SILK ROADS. CHINA SHIPS by John E
Vollmer, E. J. Keall E. Nagai-Berthrong &
1983. Published by the Royal Ontario
Museum, 100 Queen's Park, Toronto, Canada
M4S 2CE. 9% X 10" format, 240 pp., soft-
cover, $19.95 (Canadian currency).

This book serves as the catalogue of an exhi-
bition of East-Waest trade which will travel to a
number of museums and art galleries in the
United States and Canada in a tour that will
last through 1986. It is a beautitul baok richly
ilustrated with colored and black and white
photographs. The high quality of the graphics
atlows the reader to enjoy the richness of the
cbjects on exhibit. Many photos and draw-
ings also illustrate the historical and geo-
graphical documentation which constitutes a
major portion of this book.

The silk roads and the China ships played an
important role in the dissemination ot a large
variety of art objects, of technology, beliefs
and customs.

The various well-written chapters of this book
outline the historical context in which the
trade was conducted from the 2nd century
B.C. on. They inform the reader of all the
events which influenced the trade routes and
the types of commedities that were ex-
changed: the succession of kings and chief-
tans, the rise and fall of empires, the struggies
for political power and wealth, the lust for
adventure, the craving for knowledge and the
roles of the various religions. Within this
framework of history, the authors narrate the
intrigues of international trade, the exchanges
of goods and the enrichment or depletion of
treasuries. The commaodities of this trade are
objects that are rare and exotic and will
enhance the status of a certain segment of the
society which can aftord to own them.

Throughout the book the authors stress the
great impact trade has had over the centuries.
Marchants manipulate the market by adapt-
ing it to the demands of their customers; trade
directs the flow of wealth, trade disperses
knowledge, trade is responsible for new
inventions and discoveries, and trade has an
impact on the aesthetics of the commodities
that are involved. The interplay of power, cul-
tural developments, aesthetics, skills, adven-
ture, and danger is presented in this book in a
scholarly yet lively text which is richly illus-
trated with many art objects from the collec-
tion of the Royal Ontario Museum.

The detailed historical introduction which
pracedes the catalogue of the exhibit is
essential in order to understand the meaning

of the objects and enjoy the subtle variations
in designs and patterns. This exhibition of
trade is not merely a display of silk and China;
the objects included show the tremendous
variety of commodities exchanged as a result
of international trade over a long period of
time.

For a weaver interested in textile history,
especially silk, this book is indispensable
because the authors have sorted out all the
historical events from 300 B.C. till the early
19th century which are of special importance
to the dissemination of silk goods.

A PORTFOLIO OF AMERICAN COVERLETS
compiled by Carol Strickler, VYol. 5. Published
by Carol Strickler, 1690 Wilson Ct, Boulder,
CO B0302. 8%" X 11" format, loose-leaf in
folder, $6.00 ppd.

This is the 5th publication of a series. Each
contains 25 loose-leaf information sheets on
19th century American woven coverlets. This
volume deais only with 4-shaft overshot pat-
terns. For each pattern, the author shows at
least two variations of the draft. Such a varia-
ticn, large or small, often accompanied by a
different use of yarn, sett and color, can give
the coverlat a very distinctive look. The author
makes this very apparent either by showing
photographs of such coverlets side by side or
making the variations clear through computer
generated drawdowns.

The entire serias of |oose-leaf portfolios
compiled by Carol Strickier is a great refer-
ence for collectors and weavers. However, the
patterns are not indexed and as the pages are
ingreasing in volume, it becomas more diffi-
cult to keep track of all the good information
that is contained in these foiders.

WEAVE IT! 28 PROJECTS FOR YOUR HOME
by Marilyn Meltzer © 1981 Van Nostrand
Reinhold Go. 96 pp. 8% X 11" format, paper-
bound, $3.25. ISBN 0 442 25293 5.

This book was first published in hardcover in
the Fall of 1981 and was reviewed in The
Weavaer's Journal, Winter 81-82, issue 23
Nothing seems to be changed since the ear-
ligr edition, even the suppliers list has not
been updated.

This is a project book with step by step
instructions on how to weave 28 useful or
decorative projects.

The book staris with general instructions on
making a warp, dressing the loom and draft-
ing. The introductory chapter also deals with
basic weaves, weaving tips, finishing tech-
nigues and some calculation aids. This sec-
tion is rather superficial but serves as a quick
reference later when the instructions are
given for the projects.

The projects themselves are guite intergsting
and innovative. There is a good variation as to
their use, their weave structure, their color,
and their use of fibers. The projects are con-
tributed by different artists. This exposes the
reader to a variety of approaches for using
woven cloth. Yet, the step by step instructions
are written in the same style which unifies the
book and makes it easier for a beginning
weaver to weave one project after ancther.



BEGINNER'S GUIDE TO WEAVING by Ken
Ponting ® 1982 Butterworth & Co. Published
by Focal Press, 10 Tower Office Park,
Woburn, MA 01801. 5" X 74" format, 138 pp.,
paperback, $9.95. ISBN 0 408 00574 2.

Don't let the title of this book mislead you,
This is not a step by step instruction book to
teach somecne how to weave. On the con-
trary, this intormative little book will fascinate
all weavers and all people interested in the
development of the weaving industry during
the last 250 years. First the author gives a
concise description of the most important
types of looms: the frame loom, the vertical
loom, the horizontal looms, which include the
treadle loom, the draw loom, and the dobby
and jacquard systems, and finally, the ribbon
loom.

Warping, the most important auxiliary proc-
ess, is described at length This chapter does
not ¢nly include warping on a frame but also
more elaborate techniques, using a creel and
mill to measure the warp. This chapter con-
tains useful information for the handweaver
concerned with speed in the production of his
goods.

Next the author discusses the basic weave
structures: plain weave, twiils, satins and
double weave.

The following chapters deal with the gradual
mechanization of the handloom during the
last 250 years up to the mid 20th century
where highly automatic weaving coexists side
by side with handweaving as it has been prac-
ticed for thousands of years.

The story starts with the invention of the fly-
shuttle. Next comes the inventions to drive
the loom with power; then the application of
power to the dobby and jacquard systems;
finally the complete automation, where the
weaver becomes unnecessary and all con-
trol is in the hands of a remote operator.

it is amazing that handweaving has survived
through this evolution, not only in the craft
sector but also in the industrial sector, such
as in the producticn of Harris Tweeds.

The finai chapter of the book is on finishing
and piece dyeing with a short history of the
development of the finishing process.

| happened to really enjoy this type of book
and recommend it whole-heartedly to every-
one.

DOCUMENTS SUR MICRO-INFORMATI-
QUE ET CREATION TEXTILE (French) by
Michel Thomas and Remy Prin © 1383, Pub-
lished by Textite/Art/Language Centre Inter-
national d’Art Textile, 3. Felix Faure, 75015,
Paris, France. 84" X 11%" format, 41 collated
pages, 40 French francs + 7 FF P/H. ISBN 2
904267 00 1.

This publication deais wit the use of the
micro-computer by handweavers. The au-
thors, realizing that the encounter between
tha age-old craft of weaving and the contem-
porary technoiogy of computers has taken
place and will intensify rapidly, have as-
sembled a great deal of information on ¢com-
puters and pregrams which will aid French
weavers who want to be better informed.
There is a bibliography of articles and publi-
cations which have dealt with computers as
aids for recording and designing patterns.

The glossary will enrich the vocabulary of
French-speaking weavers. The next chapters
discuss programs for textile people, the fung-
tion of the program, the hardware for which it
is designed and the price.

Programs are listed for DAl PC 48K RAM
(programs by Prin); Sinclair 2X 81 (programs
by Bernard Morille and Henri Lazennec),
Apple li (programs by Henri Lazennec).

The authors have included a list of programs
available in the U.S. They reprinted a review
of “Video Loom N" which was the only infor-
mation avaitable to them at press time.

Finally, there are some notes on the purchase
of a microcomputer and to this end there is a
comparative chart showing a long list of
microcomputers with their Benchmarks
{times in which test programs can be exe-
cuted), graphic resolution, color capacities,
etc.

The publication also includes a list of useful
addresses where additional information is
available and ends with a few philosophical
reflections.

INFTIATION A LA CREATION DENTELLIERE
{French) by Colette Van Steyvoort € 1982, Pub-
lished by Dessain et Tolra, 10 rue Casette,
75006 Paris, France. 7'2" X 10" format, 198 pp.,
hardcover, 45 French francs (approx. $25.00).
ISBN 2 249 27612 9.

This is a study course in creative contemporary
bobbin tace. The author who is a master lace-
maker and teacher at I'Atelier de dentelles, 6,
rue de la Violette, in Brussels, was trained in
traditional techniques but is concerned about
lace as a medium for the creation of contem-
porary art.

The book starts out with a brief survey of the
history of lace leading up to today when there is
a new awareness of the aesthetic potentials of
lace. Contemnporary lace is based on abstract
drawings, new use of colors and materials, new
formats which include large wallhangings and
three-dimentional sculptural pieces. Students
atthe Atelier de dentelles need a thorough artis-
tic formation but also a complete mastery of the
techniques. This will enable them to create suc-
cessful pieces which integrate easily into con-
temporary environments.

The first chapter discusses materials andg
equipment. They are basically the same as tor
traditional bobbin lace with some adaptations
for working on a larger scale.

The tengthiest chapter is on techniques. The
author uses a system of color codes in order to
graphically representthe movement of the bob-
bins. First there is a description of the basic
stitches, then the various grounds which are
classified according to the type of grig that
should be used to pin the pattern down. This
section covers ali the motits and pattern ele-
ments that are used in contemporary bobbin
lace.

To apply all the techniques which have been
learned, the author guides the reader into mak-
ing a sampler in the form of a “patchwork”™ wall-
hanging. Each patch incorporates a different
ground and some pattern technigue. The
ground is worked within a lace frame that has to
be executed first. This approach of framing and
filling in allows the lacemaker great flexibility of
form, material and size which is condusive to
creative interpretations.

This book is well illustrated with an abundance
of contemporary lace fiber art either by the
author or executed under her direction.

The study course is well ilustrated and can be
followed step by step. It would be helpful to
know some French and to have some basic
knowledge of bobbin lace to benefit fully from
this book but anyone interested in creative lace
may want 1o make the effort to follow this
teacher's instructions.

FRENCH ENGLISH WEAVING GLOSSARY
©Bibiane April-Prouix, Les editions la Tirelle
Enr. 176, des Frénes, Quest, Quiébec, GI1L
1G5 CANADA. 5%" X 8" format, saddle
stitched, 20 pp, $2.00+ .50 P/H

A very useful bocklet for anyone needing to
translate French weaving titerature into English,

RUGWEAVING: TECHNINQUES FOR TWO-
HARNESS by Joanne Mattera © 1979 Watson-
Guptill Publications 1515 Broadway, New
York, N.Y. 10036 Hardcover 216 pp. $25.00
111%" X 814",

Rugweaving is a fine book, slanted toward the
beginning weaver. However, there is much far
the experienced weaver, too. Such a book can
fill in the holes in most weavers' knowledge of
the rug making process. The profuse ilustra-
tions in black and white of ancient rugs and
exciting contemporary ones are outstanding.
The ten rugs shown in color are well chosen
and should serve as inspiration for any
weaver. And weavers will find the biblio-
graphy, suppliers list, glossary and index at
the back of the book are useful tools.

Joanne Mattera states in the Preface that she
wrote the book "not to deny the validity of
multi-harness weaving, but to affirm and
encourage those who wish to explore or re-
examine the potential of the two-harness
concept.” And this she has done very well.

The book begins with a brief history of rug-
making and early technigues, a description of
looms and tools used for rnig weaving and a
good chapter on fibers and yarns. This |ast
chapter contains {p. 64) the best chart of fi-
bars, their properties and characteristics I've
seen. Each characteristic and property is
described clearly in gdetail in the text, as well,
though the various fibers may be hard to find
quickly. The many figures which amplify the
text are models of clarity and make the book
glow.

The author is very knowledgeable about the
weaving of rugs and gives full instructions for
the various techniques that can be used. She
also includes a chapter on tapestry tech-
nigues. The last chapters cover finishing, the
solution of problems a weaver might encoun-
ter and designing. | found the chapter on
designing heavy going and lacking the clarity
of the rest of the book. By placing this chapter
at the end of the book, she seemed to be
indicating that it was of less importance than
the subjects that preceded it. Her last para-
graph seemed to reinforce this view, for she
wrote that designing "is a process of explora-
tion that is based as much on intuition and
experimentation as it is on the formalized

structure of books.™
Mary L. Der;
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by Norma Smayda

1. Raddie un cloth beam of 54" loom.

Martha Stanley (see her article in
13sue #22 of The Weaver’s Journal)
described a very simple and useful
device for getting enough, but not
too much, weft yarn into each shed
when weaving rugs. [tis known as
a bubbler.

For those of you who missed her
article, this is a brief description of
how it is made and its use. The
bubbler can be as simple as a light
piece of wood, cut as long as the
beater. Drill pilot holes every 2
inches (5 centimeters) in a straight
line, then hammer in finishing
nails, nearly through the wood.
Hang the bubbler, nails down, in
front of the beater using a chain of
rubber bands. Adjust the height of
the bubbler so that the nails don’t
interfere with the shuttle passing
through the warp, yet so thatitcan
be pulled into the shed close to the
fell of the cloth. Throw the shuttle,
and place the weft in the shed in a
triangle, rather than on the diago-
nal. Bring the bubbler down into
the shed and towards the fell of the
cloth. A series of uniform 2 inch (5
centimeter) bubbles are quickly
formed. Change your shed and
beat. The height of the triangle
determines the amount of weft to be
bubbled in. Your weft yarns and
sett will dictate how much weft you
need to cover the warp, i.e. how
high to make the triangle. Occa-
sionally 2 triangles work better
than 1,
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I have had ample opportunity to
see the bubbler used by several
weavers. The Saunderstown Weav-
ing Schoel has twenty-four looms
and a few always have rugs on
them. Generally they are krok-
bragd rugs, reflecting my interest,
but currently there is more variety
in the rug weaves due to Peter Col-
lingwood’s inspiring rug workshop
herelast fall. My thanks to Martha
Stanley for introducing us to the
bubbler.

The following is a description of a
device as simple and useful as the
bubbler, it is a very special raddle
which all of the weavers at the
school appreciate.

In dressing a loom, I teach the
weavers to wind the warp onto the
warp beam first, using a raddle
which is clamped to the breast
beam. After the warp is beamed, it
is threaded through heddles and

2. kaddle on cloth beam of 22" loom.

sleyed through the reed. This tech-
nique of dressing the loom is easier
on the warp threads because they
go through the heddles and reed
only once {(during weaving, but not
during winding on).

Normally, araddleis made at home
from a piece of wood with nails
hammered in lengthwise at Y2 inch
intervals. A more elegant raddle
may be made like a coarse reed,
except that the top lifts off, with
wooden dowels placed every Y2 inch
(or every one centimeter if it is a
metric raddle),

The raddles I am now making for
the school usescrew eyes instead of
nails. Cut a 1 x 2 inch board to the
length of the breast beam. First
mark, then drill pilot holes 2 inch
apartin aline inch in from one of
the long edges. If a drill press is
available, citampa guide toits table
to set the % inch distance from the
edge. Drill the pilot heoles by sliding
the raddle board along the guide.
The screw eyes will be in line and
vertical. For those of you using
metric reeds, space the screw eyes
one centimeter apart. There is no
reason to have screw eyes at the
extreme ends of the raddle beyond
the weaving width of your loom.
Use #12 or #14 screw eyes and
screw them into the pilot holes.
Make certain the screw eyes are
large enough to contain % inch of
warp yarns between them, yet not
so large that they can’t be screwed
in every “inch (1 centimeter), l add
one last screw eye at one end so 1
can hang it froma hook on the wall.

Next, get a thin metal rod or
straightened wire clothes hanger.




Bend approximately a one inch
loop at one end and cut the wire
about one inch longer than the
weaving width. If theraddleisover
thirty inches consider using two
rods, one from each end (Photos 1
and 2),

Because the row of screw eyes is
placed off center there is enough
room to placethe clamps in front of
them, rather than blocking the
ends of the screw eyes. Mark the
center of your raddle with a brass
brad and your raddle is ready for
your next warp. As you begin to
place the warp yarns in the raddle,
slide the metal rod in the eyes over
them to hold them in place. In
winding the warp onto the loom it
will not bounce out of the raddle as
you pull and shake the warp since
the rod keeps it securely in place.

The raddle for my Glimakra loom
has a nice touch. It is special only
in the way thatit fits onto the loom.
This loom has a cloth protector.
This is a thin piece of wood (% x 24
inch) that slidesinto groovesin the
front uprights and is held just in
front of the woven cloth where the
cloth winds around the breast
beam. This raddle takes advantage
of the grooves made for the cloth
protector. It is made with a vertical
bar that slides into these grooves
and a horizontal piece to hold the
screw eyes, By using these grooves
the raddle does not have to be
clamped to the breast beam.

It will take sometime to screw in all
of the screw eyes needed for this
special raddle, especially on a wide
one. But it will be well worth it. This
special raddle won’t catch threads
on your sweater or scratch your
arm. And you'll be delighted with
its usefulness.

ABOUT THE AUTHOR: Norma Smeyda is
head of the Saunderstown Weauving School
in Saunderstown, R.I. The school has been
offering weaving lessons since 1974. She
learned to weave, and since has taught
weaving in Oslo, Norway, and leads weay-
ing study tours to Norway. She hasthe MFA
from Southeastern Mussachusetts Univer-
sity. In addition to teaching, she also exhib-
its and sells her work. She is Pregident of the
New England Weavers Seminar and past
President of the Weavers’ Guild of Rhode
Island. -
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DOS TEJEDORAS

ROW AVAILAHLE IN s NIGERIAN HAND-
CRAFTED TEXTILES vr. Traditeenal dyeing &
hamdwenving. Nigera 515 puper, $20 hard cover.

NEW: LATVIAN MITTENYS bv L. Upilis with calar
oty and vver 1M graphs: hLL3I paper.

PATTERNS AND TEXTIURES FOR THF HIGOD
HEDDLE LAMIM, H Davenport 8595 paper.

FINISHES INTHE ETHNIC TRADITION, Haizemngan
& Searle $40.30 puper.

LATIN AMERICAN BHOUANES, Bawerman & Seare.
#4000 paper.

Prstage and hoandling: 3100 for firsr boak,
AN for ’

FIBRE
FACTS

BY BETTE

HOCHBERG
Weavers guide to fibres and yarns How lo
choose and use them; tinishing and care,
Properties of natural and synthetic tibres;

and how they influence quality, appearance,

performance of textiles.

$5.95 ol local stores, or $6.95 postpaid from:
STRAW INTO GOLD
3006 San Pabic Ave., Berkeley, CA 94702

“For the unusual yarns in—

Wool BERBERS in various weights,
Textured cottons, linens, mohairs.

Silks & silk/wool blends.
"SUNBEAM" colors and mixtures.

& McMorran Yarn Balance
Complete set of sampies $3.25, wholesale anly

GRANDOR INDUSTRIES, LTD.

Dept Wt P.O. Box 5831, 4031 Knebhill Dr.
Sherman Oaks, CA 31403 - (B18) 784-5855

GRANDOR YARNS

Warps in linen, cotton & cotton/linen.

¢ Yarnblockers (fully finished
and in kit form)
® Squirrel-cage Swifts
Proven designs. beautifully
crafled in hardwood.
Color brochure $1.

Traditional
Fiber Tools

885 Glendower,
Ashland OR 97520

® DEALER INQUIRIES INVITED

fm maa T o her

A NEW JOURNAL FOR CREATIVE TEXTILES

I the Federal Republic of Germany an association with
a Jonrnal is being fonnded as a forum for all thase whe
are interested in creative texiiles, lis members helong w
the various fliclds of textile activities, as there are wxtilte
art, design, eraft, adult educarion, waching in schoaols,
tracle with textile artand materials. The developiment in
some of these spheres has grown rather yuickly during
the Last vers; the necessity for more infarmation —also
Irom over the German borders—became more and more
Apparenl.

Char main point will be the supply of information and
the promation of contacis and interchanges AINONE Y-
sons interested in wxtile art, Funther we wish to reflect
an tendencies and enloree irend discussions regarding
the development; at last. presentinions and poriraits af
individuals from the 1extile scene are planned. The
DEVTSCHES TEXTHFORLM shoulil be 2 working
medivm and a Cround-abont™ Lo telerenees and
cantacis!

Textilforum
Postfach 5944
3000 Hannover

West-Germany
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CASUAL BUT CHIC-
A MAN'S SCARF

Weaving a man’ scarf seems like an
easy project. Itis, but it willonly be
successful if the yarns are soft
enough not to irritate the skin and
luxurious encugh to give a touch of
elegance to the complete attire. The
colors have to harmonize easily
with the latest man’s fashions and
the patterning has to be distinc-
tively masculine.
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By choosing E’lite’s Heather #1
yarn, described in Product Reviews
p. 71, we were able to weave a truly
successful man’s scarf, casual but
chic,

Note that the amount of yarns
given here are adequate for 3 nor-
mal (1% yds) or 2extralong scarves
(2 yds +).

Warp: % lb. of 2/12 heather wool,
light blue-grey (E’lite knitting
machine weight, 3360 yds/1b, color
#4635).

Weft: % 1b. of 2/12 heather wool,
medium blue-grey (E’lite #4625).

Length of the warp: 6 yards.
Sett: 20 epi in a 10 dent reed.
Width in the reed: 12”

Total number of warp ends: 243
plus 4 for floating selvedges.

Selvedges: Use a double thread
for floating selvedges on each side.
Either beam these with the warp or
keep them under moderate tension
with 4 oz. weights. Sley the double
floating selvedges in a dent by
themselves to avoid friction with
other warp threads.
[+] 0| . ‘
L ]

Weave structure: 8-shaft, 10
treadle plaited twill (Fig. 1). Note
that the weave structure for a 4-
shaft loom should be herring-bone
twill (Fig. 2).

Threading, tie-up and trea-
dling: See Fig. 1 or Fig. 2.

ooo]o ajo 9@ O

*

» = floating selvedge

Finishing: With a well matching
sewing thread and small stitch,
machine stitch on top of the first
and last weft pick. Wash the scarf
in cool water with little agitation
until the fabric is lightly fulled. Cut
the fringe down to 17,

Some precautions have to be taken
by the weaver. Do not put the float-
ing selvedges under too much
stress. If too much wear is put on
them they will break. Prepare the
warp with two crosses, the porrey
cross and the portee cross. In the
porrey cross each warp thread
crosses its neighbor. The portee
cross is made with groups of
threads corresponding to the width
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of the sections of the raddle. With
1” spacings of the raddle and 20
epi, the portee cross should be made
with groups of 20. Start beaming
the warp with the end that has the
porteecross. Spread the warp in the
raddle and beam. There will be no
friction nor wear in the warp. When
the warp is beamed, put lease sticks
in the porrey cross and start
threading the ends through the
shafts, Sley the warp, tie on and
weave. If the warp requires sizing,
spray it with spray starch. .

PRODUCT REVIEWS

DRAWDOWN

Drawdown is a program for the Apple II™ per-
sonal computer. trequires 48 K of RAM and one
disk drive (DOS 3.3}, a graphic printer and inter-
face (grapplert or other compatible interface).
The program is available for $35.00 from
Volume 7 Software, 408 N. Bardley, Mt. Pleasant,
M| 48858.

The program is designed to make and print
drawdowns of weave structures which reguire
up to B shafts and up to 10 treadles. The draft
displayed on the monitor and which can be
printed, includes the tie-up, the threading, the
treadling and the weave structure (see exam-
ple). The threading aliows up to 254 warp ends
and 72 picks.

The program is the most user-friendly that |
have encountered. The instructions for leading
the data are very straightforward and basically
the same as if the draft were done by hand. All
the instructions are in weaver's language rather
than in computer tanguage. The draft can be
edited at any time by changing the threading,
the tie-up, and treadling. The entire draftcan be
saved on the disk and recalled for display, print-
ing or editing.

The instructions that come with the program are
written for the weaver who has little or no
knowledge of computers. Bill Stanwick, the
programmer is also standing by to help. lhad a
problem because my printer was not the type

calied for in the requirements. Bill was willing to
send me a revised program so that it would run
with my equipment and as a result | was able to
use DRAWDOWN for many of the graphs pub-
lished in this issue of The Weaver's Journal.

Bill Stanwick is alsc willing to communicate
with other programmers who wouid like to
make modifications to DRAWDOWN.

This program is an easy and useful working too!
for weavers but is limited to 8 shatts and 10
treadles. It is simple and fast to use and gives
clear drawdowns. The dratfts are displayed and
printed in a form that the weaver is familiar with
and are a big help for keeping records. It is an
excellent “first program” for those who wish to
getinto computer aided drafting and designing.

GLIMAKRA LOOMS 'n YARNS

The Borgs wool swatchbook has been reviewed
in the Summer 1983 issue of The Weaver's
Journal Three pages have been added to the
binder. They show 4 beautiful swatches woven
with Nokam, Nothars, SNL and Frosta. All are
twills and are finished by the lhana Brushing
Service. The brushing changes the looks and
the feel of the fabric dramatically. Itis afinishing
technique will worth exploring.

Glimakra Looms 'n Yarns aiso announces the
availability of the 1984 Sheep calendar. They
can be ordered wholesaie by writing to P.O. Box
16157, Rocky River, OH 44116 or P.Q. Box 1271,
Scnoma, CA 95478. For information on the
lhana Brushing Service, write to 3605 Hartford,
5t Louis, MO 63116.

E'LITE SPECIALTY YARNS, INC.

This company, located at 750 Suffolk St. in
Lowell, MA 01854, distributes a wide variety of
sumptuous yarns for the weaver and the knitter.
After we received a sample card of their Heathers
#1 yarns, we couldn'tresist proposing to weave
a project with them. Heathers #1 comes in 3
weights: 4/12 sportsweight, 1680 yds/Ib, putup
in skeins or cones; 4/8 worsted weight, 1120
yds/Ib, put up in balls or cones; 2/12 knitting
machine weight, 3360 yds/Ib, put up in cones.
The color selection is unusual. In each major
color group (burgundy, red, teal blue, forest
green, black, khaki) the colored fibers have
been blended with various amounts of naturals
to give a range of color coordinated heathers.

We chose the finest weight (2/12) to weave a
warm but lightweight man's scarf that wouldn't
be bulky. The yarn met alt our expectations. Itis
an excellent weaving yarn but the warp may
require to be sized (use spray starch). 1t is hairy but
otherwise smooth, lustrous and silky. The woven
fabric has a texture normally associated with qual-
ity handwowven goods, itis rich and sensuous. For
the complete description of the scarf, see p. 70 of
this issue.

GALAXIA ELECTRIC BALL WINDER

The Galaxia ball winder is made in Mexico and
is distributed inthe U.S. by VILLAGE WEAVERS,
215 Viliage Circle, San Antonio, TX 78232. The
cost is $59.95 ppd. Inquire about quantity
discounts.

The components of this tool come weil pack-
aged and are quick to assemble; an accom-
panying flyer has a good picture that serves as
aguide. No tools are nesded. Most people would
feel happier and more secure if written instruc-
tions for the assembly were included, especially
those who are tetally untamiliar with bai! wind-
ers. The distributors will probably make this
information available if they realize there is a
need for it. An electric motor replaces the crank
of a hand winder, but a person still has to be in
attendance to prodice the right tension on the
thread. With too little tension the ball is too
leose; with oo much tension the rotation stops.

A ball winder is a neattocl to have. Anyone who
doesn't like to turn a crank will find that Galaxia
is an answer to their problem. ™
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A KIMONO / PANTS ENSEMBLE

In January 1983, my cabinet-
making friend and I were ap-
proached by a local art gallery to
produce a two person show for the
end of May. I had already woven a
few pieces, so this meant weaving
five major piecesin four and a half
months, as well as carrying on with
the rest of my life.

As I gain more experience in weav-
ing [ find it veryimportant to spend
as much time in the designing
stages of my pieces as in the actual
weaving. In preparing for this
show, I couldn’t afford to be ineffi-
cient and waste my time fixing
mistakes justbecausel hadn’tdone
enough preparation before I started
work.

Included in the major pieces for
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this show were two clothing en-
sembles. The initial ideas for both
of these came outof a “loom-shaped
clothing” workshop which I took
with Anita Mayer at Convergence
in Seattle. When it comes to cloth-
ing I like the idea of the simplelines
of lecom-shaped garments, but I
also like something of a tailored
look because it is more flattering to
my 5’1" stature.] am by no meansa
purist with either of these ap-
proaches and over the years L have
been combining the use of ethnic
loom-shaped clothing with pat-
terns from Vogue, McCall's, and so
an.

I chose to weave a kimono because
I've always loved those beautiful
full flowing sleeves, the simple

shapes and the line of the neck
band. After someresearch I decided
to work with the Folkwear Kimono
patterns as my main guide and to
change and manipulate from there.
I then opted to make a short
kimono shirt/jacket, because it
would better suit my style. I have
discovered over the years of weav-
ing clothing that it is hard to find
something justright to go with that
smashing top or jacket or skirt I've
woven. As a resultI’ve come to the
conclusion that I need to think
“ensemble”, and so decided to
weave fabric for pants on the same
warp.

I knew I wanted a silk weft-—after
all this was a kimone. I work for a
silk yarn distributor so I had



already been experimenting a lot
with silk over the previous year. [
like a fabric that is a combination
of a silk weft and another fiber in
the warp, as it produces a soft
drape, I figured my pants would not
wrinkle as easily with a wool warp.
I therefore chose two different
shades of off-white 20/2 wool for
the warp.

I have always enjoyed weaving
pictorial designs on clothing. This
is what I wanted to do on my
kimono, using the Moorman Tech-
nique.! It is perfect for putting
design work onto clothing because
it isn’t stiff and bulky. Yet it is an
inlay technique that produces a
more solid tapestry-type look than
the traditional inlay.

The threading for Moorman is
1,2,3,1,2,4. Two size threads are
needed in the warp, a main back-
ground thread, my 20/2 wool,and a
very fine tie-down thread. While
staring at my yarns, my eyes
roamed across a beautiful spool of
pastel varigated fine silk, like a
sewing thread. A friend gave me
this treasure a year or so ago. [
wondered at thetime where I would
ever use varigated pink, vellow and
green silk. It was just the thing for
my tie-down thread. It would add
life and a subtie shimmer of color,
pleasantly suprising the eye when
looking at the kimono background.
The 20/2 wool threads were on
shafts 1 & 2 and the silk tie-down
threads were on shafts 3 & 4.

In Moorman the inlay lays on top
of the tabby background. Shafts 1
& 3 are raised and a shot of back-
ground tabby, my 20/2 silk, is
woven. Then just shaft 3, carrying
half of the tie-down threads, is
lifted and the inlay weftis placed in
the design areas. Shafts 2 & 4 are
raised, a shot of tabby background
is woven. Shaft 4, carrying the
other half of the tie-down threads,
islifted and theinlay weftis placed
in the design areas. With this
threading and treadling the design
threads sit on top of the tabby
fabric. In fact, when you look at the
back of the fabricthereis no sign of
the design threads.

Of course, thereare various waysto
use the weft threads in the design
areas. Colours can overlap and run
into one ancther. Design areas can
be treated like tapestry, or can have
background showing through, and
80 on and on.

It was now time for my sample
warp. I just can not stress sampling
enough, especially for clothing
where the body, drape and hand
are so important for good looking
and feeling clothes, Not only did I
determine the sett and the hand of
the fabric from this sampling but [
also tried out color possibilities. It
was spring and my landlady had
the most beautiful show of pink
clematis climbing up her porch
railing. I wanted those delicate
pink flowers, green leaves and
vines decorating my kimono.

With this design in mind, I had to
choose my inlay thread. When
choosing these it is important to
consider technical and aesthetic
qualities. Technically, the design
threads must be thick enough and
lofty enough to cover the back-
ground fabric and to stay in place.
Aesthetically, color blending is
much richer and more interesting
than the use of solid colors. After
weaving many small squares using
different combinations of threads
for the inlay areas, I derided that
two mercerized cotton and onevery
fine silk thread, used as one yarn,
were perfect for the inlay areas.

My next step was to make a muslin
kimono and tape it together to see
how I liked the fit. Now I could
measure each piece and decide the
most efficient way to lay it out on
my warp. It will be different for
each person, but for my body mea-
surements, the layout in Fig. 1 was
most suitable. Of course, I had
carefully measured my sample
piece before and after washing and
I knew I would have a 12% shrink-
age so I could plan exactly for the
correct width.

When putting design work ontoclo-
thing it is important to have it
whereit will show toits best advan-
tage. First I made a paper drawing
and placed my design where I

thought it would be nice. Then I
folded my paper kimono at the
shoulder so I could see front and
back separately. Clothes fold and
tuck on our bodies and we don’t
want to hide our beautiful design
work in a fold. I then drew my
design onto my muslin and put it
on to see if I was pleased about the
composition. I have often disco-
vered that my perfect drawing on a
smooth, flat small paper cut out
was not perfect on a curved body.
S0 I juggle and re-design and place
things differently till the design
suits the feeling of the garment and
the person’s body. As usual, after
seeing it on the muslin, my final
design was different from my orig-
inal (Fig. 2).

FIGURE *

D

7%

FIGURE 2
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Finally after all this planning and but the garment tugged and pulled
designing I was ready to warp the 15" 6.57| 5 badly. My friend Cheryl helped me
loom and start weaving, with utter come up with the perfect way to
confidence that I had chosen the sleeve o close my kimono. I wanted it to
best materials for the piece, that B hang as shown in the photograph
the design suited my garment and . 8 because I love all the shapes and
that the hand and color were right. 37 lines you can see. I made a braid
which 1s attached to the left front
band, A, and which slides through
a slit, B, on the right front panel
and goes around my waist and ties
to a braid on the right front band
Warp 15" band edge, C, inside the kimono (Fig. 1).
Ground: 20/2 wool, off-white. i‘;r;i;jr?n cl())lr: zgr‘:ﬁi‘z’c tlll;lgfl dmii
Tie-down: fine variegated silk. sleeve % drapes with ease.
Ee\f,‘fc tf)?'{az, gl.lét.)(.Treenway Crafts 37" 5 There are so many things that
influence and inspire a weaver
Length of the Warp: 9 yards along the road to creating a gar-
(8.10m). The jacket requires 4 yards ment. I hope my little kimono story
(3.6m) of fabric. The pants require gets across the message of how
3% yards (3.15m). important it is to put many hours
. . - - and much thought and sampling
Sett: 27 epi (100/10). 9% 99 into any piece of work, After get-
Width in the reed: approxi- ting all my “bugs” worked out on
mately 27" (68.6cm). :;om 'F:om paper, muslin and a sample, my
) . kimono wove up and sewed to-
giﬁ;?izﬁyfg;ttgfr?ts. commercial 31" gether withouta hitch. Thatissuch
an incredibly good feeling. Most of
us have enough stress to cope with
in our lives; we can alleviate some
I often put my garments together ——m anxiety in our weaving life by tak-
with crochet seams to avoid bulk ing enough time before-hand to
and to add another design element. plan our project thoroughly.
But I felt this piece was simple, back
clean and delicate.I sewed it onthe Footnote
machine, with everything finished 31" 't is called Maorman Technique after Theo
carefully by hand so no machine o vy rouht this techiqus 10 the
stitching shows. foreground, She haswritten a beautifullittle
L. . book expressing her philosophy and giving
The original plan for closing the very detailed, easily understood directions
kimono was a silver and ivory pin. ~ for weaving a sampler trying lots of differ-
This proved to be too heavy for the 265 ent ways to use this technique. The book is,
. . . Weaving As an Art Form—A Personal
light weight fabric and too clumsy FIGURE Statement, Doing the exercises in her book
looking as well. Then 1 tried snaps 3 is how T learned to do this technique. -
% JACOB ANGSTADT DESIGNS

FABRIC CRAFT SCHOOL
Enjoy a creative vacation in Sedona's
speciacuiar red rock country, Workshops
n all phases of handweaving and related
subjects.

Instrectors:  Inga Krook, Kalmar, Sweden;
Mary Pendicton. Sedona. Arizona

College credit optional. Wrile for brochure,

12.0. Box 233 « Sedona » Arizona 868336
602/282-3671
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TWO BOOKS REVEAL 18th CENTURY MASTER WEAVER'S RECORDS

A photographic replica of Jacob Angstadt's pattem book, 307 coverlut
and lableclath dratts; 237 tie-ups for point will deafts on 6.8 12,16, 28,
2428 and 32 shafts Companian boak contging nearly 500 deawdowns From
the profile drefts and paint twll tie ups. Designs adaplable to unit weaves
on 5 to 10 shafrs. Prapared by Ruth M. Holroyd with Ulrike L. Beck.

%39 .95 per set®

A% x 117" Hardbound set totaling 430 pages.

Published & Distrituted by’

Ruth N. Holroyd
20 Qld Farm Circle
Pittsford, N.Y, 14534 L.S. A,

Add §2.00 Postage & Packaging {83 .00 overseas) per sat- "M.Y. Stale flesidonts add 7% (ax. - Deater inquiries wnvited.

NOW AVAILABLE!
Seminar or Workshop: “"Playing with Profiles”’ . Interchanging unit waove
Y within multi

profiles. Inguire. Rutk N. Holroyd, Insiructor




COMING

EVENTS

Deadline for itemns in the Summer 1984 issue is
May 1.

COLORADOC

Denver. Aug. 24-26, 1964. “The Art of Crafta—Featival ‘B4"
Denver's firat major juried cratta exhibit and sale. Held at the
Denver Art Museum, 100 West 14th Ave. Pkwy., Danver, CO.
Open to artists working in ceramics, glass, jewelry, wood,
leathar, papar, melal, fiber, and mixed media, Entries will be
juried and prize money awarded. Deadhne for applications
Mar. 1, 1984. For application forms writa: "The Arl o Crafa,”
P.O. Box 368233, Denver, CO 0238

Larkapur. Jun. 2 - Jul. 15, 1984. Colorado Agnaissance Festival.
16th cenlury Eurcpean marketplace showcasing outstanding
ans, cratts, and entertannment. Faw runs weekends. Forinforma-
tinn contacl Curl Olson. Colorado Renaissance Festivals, Inc.,
2660 5. Monaco Pkwy., Denver, O 80222,

CONNECTICUT

Fabtield. May 11-13, 1884 "Common Threads™ iernnial show
of Handweavers Guild o Conneclicul. A unad show, ¢aingi-
dent with Dogwood Feslval Conlamporary and traditional
weavings in anhgue room semngs, Sales area. Tea room,
Burr Homestead. 739 Otd Posl Road, Fairfield, CT For more
mformalion conlact: Pag Rasmussen {203) 762-T576.

ILLINGIS

Marshall. Handwsavers Guild. Aug. B, 7. B, 1584, Workshop
by Clahide Barretl. Lace Weaves Contact Mildred Frasier,
402 Mo, Bth, Marshall, IL 62441,

Peorla. Handweaver's Guild ol Peoria. Canlact Colleen
Zuercher. 39 Audubon Dr., Pakin, IL 61554 Apnd 28, 29, 30,
1984 ‘Workshop by Clolilde Barrelt. Subjec!. Exploring
Summer and Winler Weaves,

INDIANA

Fart Wayna. July 7-8, 1884, Three Rivers Festival Arla & Crafls
Show. Held at Freimann Park, 1t5. 27 & Main Street, Fan
Wayne, [N, Open 1o all grignal arts and crafla. Fee $25.00.
Daadhng May 25, 1984. For application and informabion send
SASE 'o; Abby Brooks, 3525 5. Wayne, Farl Wayne, IN 46807,

Indianapolla. Gcl. $-Nov. 18, 1984 Embrosders’ Guid of
America’s 11t National Bennial Exhibit. Held at Indianapahs
Museum of Art. 4403 Radnor Road. Indwanapalis, N
For more information contact Ann M. Rein, 111h National
Biannial. Embronders Guild ol America, 4403 Radnor Rg,,
Indianapohs, IN 45228,

Indianapolis. Indianpolis Weavers Guild, 5311 Broadmoor
Flaza, Indianapalis, IN 46208 Apsil 4 Program/heclure by
Clolilde Barretl on Unusual weaves. April 5, 6, 7, 1984 Work-
shop by Cilotilde Barrett. Subjecl: Lesser known weave
structures.

New Albany. Guilds of the Southern Indiana area Conlacl
Martha Richard, 1418 E Spring 5. Naw Albany, IN 47150
April 8, 1984: Program/leclure by Clotide Barrett on
Hispanc-Amencan Weaving of the Uppar Rio Grande Vallgy.
Apiil & 10, 11, 1884, Workshop by Clotide Barrelt, Subject:
Laoam-controlled design.

MICHIGAN

Midtand. June 2 - July 15 1984, Third Michigan League of
Handweavers Bienmal Fiber Show Juried show hosled by The
Midland Center lor the Arts, 18561 Wast 81 Andrews 5t, Midland,
Mi. For wnformatignt contac! Cathy Rertz, 4105 Chalsea, Mig-
land, M| 48540,

MINNESOTA

8. Paul. Jun 3-6, 1984 Midwest Weavers Conlerence
“Byways in Fiber—An Exploration of Ethme Dwersity” held
on the campus of St. Calhanna's College. Featured guests.
Walter Nomtingham, MNoel Bennett, Anda Mayer, Professor
Lyte McNesl. Workshops. Tours. Fashion Show. Exhibits. Far
more infgrmation write Weavers Guild ol Minnesota, Mid-
west ‘G4, 2402 University Ava., 5t Paul, MN 55114,

MISSOURI

St Leuis. Handweavers Guild o 51 Lows. Conlact Lura Jim
Bogdanor, 23 Cardigan Dr, Ferguson, MG 63135 April 24,
18B4: Program/mini workshop by Clotilde Barrett on long-
eyed heddles. Apnl 25 26, 27, 1984, Workshop by Clatige
Barretl Subject: Lesser known weave structures

MONT ARNA

Great Fallz, Nov 5-Dec 29, 1984, "Centennizl Great Fallz &
Missaurt Rever Meeling”™ hald a1 Paris Gibson Sguare, Great
Falis, MT. A juried arl exhibilion open to current or former
Momanans. $15.00 antry laa tar 2 entmes juned by shdes.
Open media. Deadlne lor shdes: June 15, 18B4. For entry
ntarmation conlact: Pans Gibson Square, 1400 151 Ave. M.,
Greal Falls, MT 59401,

Kalispell. fug. 24-26, 1984. Monlana Assooation ol Weavers &
Spinners Annual Conlerence—"A Madheval Ratreat” on Flat-
head Lake. Hosted by Hockaday Center far the Arts. Deadhne
for works August8, 1984 For more information sand SASE 1
Alpine Weavers, Box 635, Katispall, MT 59801

Pglson. June 18-July 31, 1384, Montana Institute of Arts
Gpen Juned Exhibitign. Juried by slides. Dus by Feb. 10,
1584, Juror: Frederick Wong. All media: two dimensional or
low-profile wall pieces only Fee: $10.00 for one entry, $5.00
gach additional. Maximum of 4 entries. For prospectus send
SASE to: §. Donnelly, R R. 5366, Greal Fall, Mt. 59401,

NEW JEASEY

Glasshoro. July 12-14, 1385 The Mid Atlanbc Fiber Associa-
ban »s soliciling resumes and class outlines fram those inter-
asted n teaching mim sessions ranging from 2 to 4 hours,
Ird Mid Atlantic Fiber Conference. Glassboro Slate College,
Glassboro, NJ. Deadhna for submission of materials Sepl 1,
1984, Send to' Betsy Dhlion, R D. 2, Box 402, Hockessin, DE
19707

NEW MEXICO

Las Cruces. Apr 27-29, 1984. 2ng Annual Arts and Crafts Fair.
Held al Corbett Center, Campus Umon Building, Mew Mexico
State University. Las Cruces, NM B8003,

Loas Alamog. 1984 and 1985, "Mountains and Clouds ', a traval-
ing juried axhibil of Fiber Art, spunsorad by the Intermountain
Weavers Conference. For information regarding his exhibilion
contact: Aex Guibranson, Visual Ards Coordinalgr, Anzona
GCommission on the Arts, 2024 North 7th St, Suite 201, Phoenix,
AZ 85006; or Dan Burke. Visual Arts Coordinator, ah Arls
Council, 817 E. South Temple, Sall Lake Gity, UT 84102,

NEW ¥ ORK

Buffalo. October 20, 1984, "Art 1 Wear Fashiun Show" coor-
dinated by Cohen Gallery, Denver, CO and hal2 at Aibhight-
Know ktuseum Gallery, Buftaio, NY. Qpen to hber/fabric
arbsts nabonwide. Juned by maximum 10 shides, resume,
arhshc slatement. Due May 1. For informalign SASE o
Cathy Cohen, Cohan Galery. 665 South Pearl, Denver. GO
80208, 303/ F78-642F

Aochewler. Apr. 26-May 11, 1984, “Fibers: Yeaterday, Today,
Tomorrow," sponsored by Weavers' Guild of Rochestar, NY.
Held at Ward Gallery of Sibley's Departmant Store, Main
Siresl, Rochester, NY. Members' juried show. demonstra-
lions, educational cornar, fashion show, and sale. For more
infgrmation write: Mrs Peler 5. Clark, 30 Camberley Pl.
Penflald, NY 14526

QOREGON

Eugene. Apr 20-May 10 1984 “Qregon invitatonal Tapestry
Exhrbil” al Lane Community Colage Art Gallery, 4000 East
30th Avenua For more inlormatan contact: Roger McAhlster,
Dept. Charrman, Arl ard Applied Oesign Depl., Lana Cam-
munity College, 4000 East 30th Ave _ Eugene, OR 87405

TENNESSEE

Gatlinburg. Gci. 12-Dec. 8, 1984, "The Garden. New Form,
MNew Function” Nalhoral tuned exiubition sponsored by
Arrgwmaont Schoot. The focus is ta explore a vanely of con-
cepts related to the garden Artists working s any medium
are invited to enter. Slide entries due Auwg 10 Juror s
#argaret Ford. For mare informakon and a prospeclus con-
lact Arrowmonl, Box 567, Galinburg, TH 37738.

Memphia. Ocl. 4-25, 1984, Fourth Biennial "Path of the Weaver”
gxhiit. Mempis Acagemy of Arts Gallery, Mamphs, TN
Extibit 1s sponsarad by the Memphis Guild of Handloom Weay-
ers in coaperatian with Memphas Academy af Arts. Juried by
Naomi Whiting Towner Forinfarmation wite: Helen Ghne, 237
Marth Avalon S1, Mempis, TH 38112

Smithville. Nov. 11-Dec. 24, 1984 Fabric Art: A Synthesis ol
Oesigner and Craftsman The Appalachian Center for Crats s
spONSring a natignal juried competilion of apparel fabric
including kmithed, woven or surface design yardage from 310 25
yards. Alter showing on above dates, it will travel nationwida
duning 1965 Applicalion 1ee, and wark due Sepl 21, 1984, For
prospectus wnibte: Ms. JoEl Logiudica, Project Duractor, Ape
palachian Center lor Cralts, Routa 3, Bowx 347 A-1, Smethvilla, TN
37166,

TEXAS

Dullan. June 20-24, 1984, Convergence ‘84. The Biennial Con-
lerence of Handweavers Guild of Amanca will be held June
20-24, 1984 in Dallas, TX. Workshop sesaions are planned 3
deys preceding the conlerence and 5 days immediately fol-
lowing. For information gontacl Handweavers Guild of
America, 65 La Salle Rd., West Hartlord, CT DE107.

VERMONT

Middisbury. May 12-June 1§, 1984 Haadwoven Clothing
Exhibition, Held at Varmont Stata Craft Center at Frog Hol-
low, Middlebury, VT. Work by Vermont weavers. Guesl cura-
tor Mary Lynn C'Shea, will also exhibit har work. For more
information write: Vermont State Craft Center at Frog Hol-
low, Middlebury, VT 05783,

VIRGINIA

Alaxandria. Jun. 3, 1984 "40th Anniversary Festival” An ex-
hibitipn of handwoven and handspun arficles by the Palemac
Craftsmen Guild of Washinglon, D.C. Green Sprnng Farm
Park, 4601 Green 8pring Ad. 12-4 p.m

WASHINGTON

Port Townaend. May 3-6, 1984 "“Fibreworks, 7th Annual Show”
sponsored by Peminsula Waaver's Guild ol Port Townsend, WA,
Held at The Marina Pope Building m Port Townsend Open to
enlrants Irom Mason, Jelferson, Clallam, and Kitsap Counlias.
Writg 1o Kathy Bradlord, Fibreworks, Box 344, Port Townsand,
WA 98368,

WISCONSIN

Mineral Polnt. July 11-13, 1884, Second Annual Conference
on tha Creation ¢ Complex Weava Structures. The confer-
ance will eccept papers related o historic or athnic woven
siructures, innovative manipulation of weave struclures,
application of computers or innovetive technoiogy to any
aspecl of textiles. Abstracts of papers due by May 10, 1984,
Spongored by Charles Babbage Research Centre, St Pierre,
Manlloba. Held at The Looms, Shake Rag Sireel Mineral
Point, Wl 53565, For information write b Ken Colwell, The
Looms Shake Rag Slreet, Mineral Paint, Wl 53565 or Janet &
Hoskins, Dept. of Clothing and Taxtilas, University o Mani-
toba, Winnipeg, Manitoba, R3T 2N2,

Sheboygan. July 21-22, 1984 Fourteenth Annual Quldoor Arts
Festival. Op grounds and areas adjacent 1o the John Michael
Kghler Arts Center in dawntown Sheboygan Fine arls and
crafls, Juried. Deadine: April 15, 1984, Extibitions, workshops.
Iwve entertamment. Wnite: John Michagl Kohler Arts Cantar, 608
Mew York Ave , Sheboygan, Wl 53081

Whitewater. Jul. 15 Aug. 3. 1984, "& Crlabration of Cretwity -
hber and textite exhibt’, sponsored by the Whitewaler and
Spinners and Weavers Guild. Held in the Crossman Gallery on
the University af Whsconsin-Whitewater campus. Whitewaler,
W Entry deadiine June 20, 1984. for information contact Sara
J.Woods, At 2. Box 144, Whitewater, W 53180,

WYOMING

Cody. June 15-17, 1984, "Fronber Festival” on the grounds ol
Buttalo Bill Historical Center. Sates and demanstrations ol
western ralts, trades and skills. Submit by May 15, 1384
Entry lee $20.00. For more iformation contact Shena
Andren, Frantier Festival, P.O. Box 1000, Cody, WY 82414,

CANADA

Calgary, Alberts. Studio of Bryn Pinchin, P.O. Box 267, Bragg
Cragk, Alberla TOL OKO. May 8, 9, 10. 1984 Warkshop by
Clotilde Barratt: Unusual Weaves

Aed Oeer, Alberta. Handweavers. Spwners and Dyers of
Alberla May 5, 1984, Muni-sesaions by Clotlde Barretl on the
use of long-eyed heddles. May 5 1984, Evening program tiy
Clotilde Barrelt: Pattern Weawing,

Prince Georgse, British Columbis. Oc1 1-27, 1984 The Prince
George Weavers and Spinners Guild 13 organizing a juried
tabric exhibition lo be held in conjunclion with their 10h
Annivargary Celebration Conference. All weavers are aligible
to anler. We aspecially hope ex-membars will sand work lo
share, The exhibition will be installed at the Pringce Gaorge
Art Gallery. For more information and entry forms send SASE
1o “Wabs”, c/o P, G, Weavers and Spinnars, 2680 15th Ave,,
Prince Georga, B.C.. Canada V2M 1T1.

Haliburton, Ontario. Haliburton Schood of Fine Arts, 339. Hali-
burion, Ontaric KOM 150, July 9-13, 1984 Workahop by
Clotitde Barratl Exploring Surmmer and Winter July 16-20,
1984, Workshop by Clohide Barrett: Shadow Weave.

Lachine, Quebec. May 25, 26, 1984, Annual conference af the
Assuciatran of Ouebec Weavers. Topic: Chilkal blankets
Guest speaker: Charyl Samuel. Workshops lollowing con-
ference Faor mare informaton contact Chnstane Lafon-
taine, 236 10th Ave., Lachire. Quebec HBS 3E5.

Monitrsal, Guebec. Montieal and wicmity Workshop tour by
Glotilde Barrett from Oct. 8 \hru 27, 1884, Workshop span-
sorgd by Atelier Bon-Secours. Montreal; by the Weavers ol
Boucherville, by the Suilde da Lachine, by the Lakeshore
Weavar's Guild and by Les Tissering de Lavat
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THE WEAVER’S MARKET-CLASSIFIED

EQUIPMENT

SPINNING SUPPLIES. High quality, low prices.
Spinning wheels, handcards, natural dyes,
books, etc. Free catalog. WEAVER AND POT-
TER, 144w Cowles Rd., Woodbury, CT 06798,

PROFESSIONAL WEAVING TOOLS. Two blade
drawing-in hook. Thread your heddles in half
the time! $9.50 + $2.00 shipping & postage. NY
add B8'4%. Send for free brochure of complete
line. A WESTSIDE WEAVER, DeptWJ, P.O. Box
478, Planetarium Sta., NY, NY 10024,

TAPESTRY WEAVING kit containing 18" X 24"
frame loom and 30" high stand, shuttle, string
heddle and pickup stick. Features 5-dent rotat-
able beams. Solid wood. Sturdy construction.
Easy operaticn. Instructions included. $35.00
ppd. SHUTTLEBUG, 78 Plymouth Straet, Mont-
clair, NJ 07042

FLOOR & TABLE LOOMS designed by Rollo
Purrington, made by the NORRISES, 52w
Willowbrook Roead, Storrs, CT 06268, SASE
for brochure.

WOODEN FLY-SHUTTLE BOBBINS from local
weaving mill. $6.00 per doren. THE WEAVERS
CORNER, 1406 E. Spring Street, New Albany,
IN 47150,

CRANBROCOK 45" Countermarch loom, 8
harness. 10 treadle, bench plus extras. $1200.
LORNA ROBEBINS, 4726 Copena Drive,
Helana, AL 35080. 205/991-7037.

BEAUTIFULLY CRAFTED hardwood spinning
and weaving eguipment—Squirrel Cage
Swifts. Drum Carder Needles. Yarnblockers
{kits available) and an attachment that
quickly converts our Yarnblocker into a
Horizontal Warping Reel. [llustrated brochure
$1 from: TRADITIONAL FIBER TOOLS, 885
Glendower. Ashiand, OR 97520,

YARNS, FIBERS, FLEECE

SILK*SILK*SILK*SILK*SILK*SILK*SILK*SILK
Over 40 guality Tussah and Cultivated Silk fibers
and yarns. Singles, plied, boucles, chenille, rib-
bon, exotic plengs and much more. All silks! Very
favorable US exchange rate. Mail order only.
Send $3 for samples to THE SILK TREE, Select
Silks Inc., 26727 Ferguson Avenug, Whonnock,
8.C., Canada VOM 1S0.

WOOL YARNS, FIBRES, BALL WINDERS,
spinning wheels & knitting machines including
new beginner’s for $155. Free catalog. WOOL-
ERY, R.D. 1, Genoa, NY 13071. 315/487-1542.

SILK. SILK. SILK. New silk stock. 70 exciting
colors, Quantities limited. Complete samples
$4. CUSTOM HANDWEAVING, Box 477,
Dept. WU, Redondo Beach, CA 90277-0477.
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Rate is 50¢ per word; $10.00 minimum.
Deadline for Summer 1984 issue is May 1.

PimasUplandsAcala =

COTTON LINT ftor Spmnmg
Six dyed shades also
avariab.*e from:

( Spin 'n Weave
2725 M. Campbel! Ave. Tucson, AZ 85719

For samples and information SASE .

ALPACAYARNS & PLANT DYED WOOCLS from
Paru. Free samples. DRAGONFLY STUDIO,
P.O. Box 482W, Lafayette, CO 80026
303/665-9504.

100% WOOL YARN Wool mark R of quality.
Production overruns at millend prices. More than
1,200 colors in weaving weights. Select & reorder
frormn our Celer Fan Deck {$10.00) and computer-
ized inventory and dye lot control system. New
120 Stock Colors {card $4.00). National show-
room. Standard weights. Free notice of specials to
customers, The dependable supplier. Ordertoday
{add $1.00 S&H) or send SASE for prices & sam-
ples. SPINNING WHEEL YARNS, Dept. W2, P.O.
Box 5076, Asheville, NC 28813,

SHEEPSKIN PIECES—Cieaned, random sizes.
Make rugs, vests. seatcovers. Instructions
with order. 11b. $4.00: 5 Ibs. $16; 10 |bs. $28:
plus shipping. CUSTOM HANDWEAVING,
Box 477, Dept, WJ, Redondo Beach, CA
90277-0477,

LONG & LUSTROUS FLEECE. Romney &
Lincotn, white & colored, mohair & angora.
Samples $1/#10/SASE. Handspun, samples
$2/#10/8A8E. Custom carding, dyestuffs,
looms, wheels, Catalog N/C. Breeding stock:
Romney, Lincoln, & Angora goats. WILLOW
POND WOOLS, (WJ) Rt. 1, Box 166-F, Ware
Shoals, SC 29692 803/861-2031.

MILL END and FIRST RUN YARNS. Natural
and dyed cotton, wool, synthetics. Samples
$1.00. Catalog $1.00. EARTH GUILD, De-
partment Wl One Tingle Alley, Ashevilie, NC
28801

MILL END YARNS, threads, etc. Natural,
synthetic and blends, varied sizes and types.
New items added constantly. Low mill end
prices on yarns. Sample catalog and mailing
list for 1 year $2. THE GLEANERS YARN
BARN, P.O. Box 1191, Canton, GA 30114,

o o 1) -

Ower Howwra Sy
Founded by and for the spinner,
weaver and knitter.

To bring you exciting, affordable,
yarns, wheels, and eguipment,
fleeces, fibers, dyes, books and
classes.

Send for free brochure. Sample card
$2.00 refundable on first order.

P.O. BOX 613
AMAWALK, N.Y. 10501

MOHAIR—WOOL LOOP—NEW STOCK 17
colors. Alsc Alpaca and specialty wools,
Samples: $1 plus #10 SASE (37¢). CUSTOM
HANDWEAVING, Box 477, Dept. WJ, Re-
dondo Beach. CA 80277-0477.

HANDWOVEN BOUTIQUE ORIGINALS, FI-
BRES, PATTERNS, WEAVING/SPINNING
EQUIPMENT—Mail arder catalog $1.00. PAT-
WELL. Box 17168, Milwaukee, W| 53217

PUBLICATIONS

SPRING/SUMMER FASHION FABRICS: New
collection 4-H handwoven swatches with
complete instructions, BY WEAVERS FOR
WEAVERS. $20. U.S. funds (NJ residents add
$1.20). WEAVING HORIZONS, Box 265J,
Chester, NJ 07930,

COMPUCRAFTS introduces “THE WEAVER" @
1983. An extremely powerful computer weaving
drawdown program for the APPLE Il FLUS or ile.
Up to B harnesses, 10 treadles, 280 warps, 160
wefts. Features color, magnification, rising and
sinking sheds, printouts of pattern and draft in
traditional or counted formats. Interactive and
automatic treadiing. Create a data-base of
designs and drafts for later review and/or modi-
fication. Send $49.95 for disk plus manual or for
complete information ¢ontact COMPUCRAFTS,
RFD 2 Box 216, Lincoln, MA 01773,

Indig0O| NEW revised edition
"l Send $5.95 10 Indigo Press
-4 DORQTHY MILLER
E 5950 Fem Flat Rd
Aptos, CA 95003
Cherdr foron for Free indigno sceds ineach book

PATTERN DEVICES FOR HANDWEAVERS —
125 pages, illustrated. Instructions for Bei-
derwand. damask. double weave, twills, sup-
piementary warp and weft patterning using
standard looms. modifications. and special
devices including pick-up sticks, long-eyed
heddles. pattern harnesses, and drawlooms.
S18.00 plus $200 shipping. DORAMAY
KEASBEY, 5031 Alta Vista Road, Bethesda,
MD 20814,

“FIBRE FORUM" is the magazine of the textile
arts in Australia. Subscriptions in 1884 are
US%16 and CANS20. Appears three times a
year. with colaur Articles on all aspects of
textile expression. Subscribe through R. L.
Shep, Box ©-20, Lopez. WA 98261 Fee
should accompany subscription. Back issues
available.

REPS, TECHNIQUE DE CREATION DE TIS-
SAGE TRADITIONNEL ET MODERNE {French)
by Bibiane April Proulx. 157 pages, photos,
designs, schemes. $11.95 plus $1.00 postage.
French-English Weaving Glossary upon
request: $2.00 plus %50 postage. LES
EDITIONS LA TIRELLE ENR., 176, rue des
Frenes ouest, Quebec. G1L 1G5 Canada.
Dealer inquiries invited.



STUDY OPPORTUNITIES - 1984

SIEVERS
SCHOOL
OF FIBER ARTS
WASHINGTON ISLAND, WI
SEE PAGE 18
FOR
COMPLETE

INFORMATION

SCHEUER TAPESTRY STUDIO

APPRENTICESHIP PROGRAM
Two openings for September 10, 1984
through June 5, 1985 Nine month (3
days/wk.) work exchange in tradition
Gobelins technique, design, history, (Must
have own NYC accommodation}. Applica-
tion deadline June 15. Write or call for more
information:

SCHEUER TAPESTRY STUDIO
Two Cornelia Street #1002,
Mew York, NY 10014
212/243-2048

EICE

SUMMER
IN
SANTA FE

Write for
Summer Class Schedule

Santa Fe Center for
Fiber Arts
1201 Cerrillos Road -
Suite 7
Santa Fe, NM 87501

PARSONS
AT LAKE
PLACID

Bill Brown, Progam Director
June 17-August 10, 1984

One and two-week workshops
in Fibers/Surface Design,
Papermaking, Ceramics, Metals,
Printmaking & Photography

For details, contact:

Office of Special Programs
Parsons School of Design
66 Fifth Avenue

New York, NY 10011

212-741-8975

Pondleton,

FABRIC CRAFT SCHOOL

instruction in all phases of handweaving on
4 and 8 harnesses plus Navajo and Hopi
weaving and spinning for beginners. Enjoy
our beautiful red rock country while you
learn about weaving. Write for brochure.

P.O. Box 233, Sedona,
AZ B6336
B02/282-3671

THE LOOMS—The center for complex weaves
and equipment. Are you on our mailing list
for: Summer Workshops, Conference on
Creation of Complex Weave Structures, Spe-
cialized Books and Textile Tools? SASE to
LOOMS, Shake Rag St, Mineral Point, Wi
53565.

PENN VIEW ART CENTER

offers
COURSES-WORKSHOPS-LECTURES
in: lacemaking, needlearts, weav-
ing, calligraphy, clay, painting,
drawing, glass.
Write to:
898 Rock Run Road
Elizabeth, PA 15037

OLD & NEW—Summer workshops in tradi-
tional overshot weaving (Olive Goodwin);
clothing construction (Leni Hoch), plus ad-
vanced quilt design (Terry Mangat), lacemak-
ing, basketry, more! AUGUSTA WORKSHOP,
Box WJ, Davis and Elkins Coliege, Elkins, Wv
26241,

WIEAVIER'S
ILOIFTT

Intensive classes in weaving. Instruction on
Swedish looms by internationally known
Swedish weaver, designer, teacher LILLY
BOHLIN. Year-round three-week works-
hops. All aspects of weaving explored as
well as spinning and design.

Agent for Glimakra Looms and Weaving
Equipment. Scandinavian yarns for sale
at Studio.

1021 Government Street
Victoria, B. C., Canada VBW 1X6
Tel 604/388-6306

SANTA FE
WEAVER’S SCHOOL
BOX 9001

SANTA FE, NM 87504
505/983-8058

AN ADQOBE STUDIC IN THE
FOOTHILLS OF THE
SANGRE DE CRISTO MOUNTAINS

COURSES OFFERED
May 14 thru Aug. 31, 1984

Basic Weaving
Intermediate/Advanced Weaving
Woaven Color
Twill Tricks
Build with Blocks
Computer Designing/Weaving
Shaft Switching

COLLEGE LEVEL
EXPERIENCED INSTRUCTORS
Sara Gilstrap
Charlotte Funk
Nancy Neeley

4 shaft Harrisville and Macomber
floor looms furnished at no charge

HARRISVILLE LOOMS
AND ACCESSORIES
WARPS & YARNS
Discounts available for
our studenis

\ Write for brochure _)
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HARRISVILLE DESIGNS
WEAVING CENTER
1984 SUMMER WORKSHOPS

June 25 - September &

INTRODUCTION TO WEAVING
with Leshie Volers
COLORIT & COLORITI
with Nell Znamierowski
INTERMEDIATE WEAVIN{
with 1Dini Moes
COVERLET WEAVES
with Karen Jackson
LOOKING AT TWILLS
with Leslie Voiers
INTRODUCTION TO RUG WEAVING
with Karen Gutowski
WIWVEN WEARABLES
with Kathy Woell
SITAFT SWITCHING RU(G:
TECHNIQUES
with Karen (rutowski

Write for brochare:

HARRISVILLE DESIGNS

Box 281 J
Harrisville, NH 03450

PARSONS
IN
JAPAN

July 25-August 26, 1984

History of Japanese Crafts
Workshops in Ceramics & Fibers
{Shibori & Katazome)

For detalls, contact:

Office of Special Programs
Parsons School of Design
66 Fifth Avenue

New York, NY 10011

212-741-8875

THOUSAND ISLANDS
CRAFT SCHOOL
AND TEXTILE MUSEUM
314 John Street, Clayton, NY 13624

SUMMER CLASSES

® Woven Rag Rugs
Johanna Erickson

Felting
Sherry Clark

Bobbin Lace
Radmila Zuman

»

& Weaving & Woven Garments
Louise Deller

Basketry
Jappie King Black

Quifted Garments
Sue Geller

& Quilting
Carla Rodio

SUMMER LESSONS AND WORKSHOPS
Moorman ® Overshot
Summer-Winter @ Basic Handweaving
Charles Lermond
LOOM SHED
278 South Pleasant St.

Oberlin. OH 44074
216/774-3500

Annguncing

Fiber Art Workshops

At America’s center
for traditional handcrafts

®Weaving @ Spinning
® Batik @ Quilting

Persis Grayson, Rosermary Gould, Beth
Johnson Brewin, Rhetta Grey, Barbara
Willer, Berenice Conper, Ruthanne Webk
Susan Leveille, Lois Pontiar, Pam Strawn,
Oora Blalock, Martha Owen, Lucy Pipas,
and Laura Nell Estes.

The Folk School

For brochure, nlease send $1
[far postage and handlingjto:

John C. Campbell Foik School
Brasstown, N.C. 28902
(704} 837-2775

TEXTILE ARTS

& CULTURE
of
CHINA
July 3-25

LEADERS: Cynthia Schira -
Larry Salmon

Cithrer Tewdie Arls, Waoaving Tours (o
PRHELL MEPAL INDONESIA EUROPE

FORUM TRAVEL

INTERNATIONAL
2437 Durant Ave sule 208, Berkeley GA 94704
(4151 B43-5284 Teles. 3T1BE0Y FOHUMINTL

STUR ¥ In T T AN

Summer school in textiles
July 30 - August 10, 1384
® Dobby weaving # tapestry weaving
¢ ikat weaving ® creative hand knitting @
For details write: Richard Evans

WEST SURREY COLLEGE OF ART

AND DESIGN
Farnham, Surrey
England

LUCRETIA DAVIE STUDIO
6 Tuxford Rd., Pittsford, NY 14534
716/586-8467

Internships available. Portfolic required
Commercial/Residential. Brochure includ-
ed. Send for application forms.

Learn the Old World way from a European
born and educated weaver. Summer Work-
shops: July 16 - 20; July 23 - 27; August
6 - 10; August 15 - 19. All levels of weaving,
beginning thru advanced, also Dobby and
Drawloom weaving. Write

THE WEAVER'S SHOP & YARN CO,

Box 457, Rockford, MI 48341
or call 616/866-9529.

TOUR THRU IRELAND FOR THE
EXPLORATION OF IRISH TEXTILES
Sept. 1-17, 1984

College credil available For information contact:

FULLERTON TRAVEL CENTER
124 Laguna Rd. = Fullarton, CA 92635

Barbara Baggeroer, director and educational gude.

TREADLED TOGS

CLOTHING
WORKSHOPS

* Loom-shaped
Clothing
*Pulled Warp
Technique

Kerry Evans
2308 Fast Euclid Ave,
Milwaukee, WI 53207

DAMASCUS PIONEER CRAFT SCHOOL

Warkshop
CHILKAT AND GEOMETRIC TWINING
Cheryl Samuel
June 17-22 $125
Write for complete summer schedule
14711 S.E. Anderson Ra.
Clackamas, OR 97015
S03/658-2704

RICHMOND ART CENTER
Textile Classes:

® weaving ® dyeing @
& basket ® surface design ®

RICHMOND ARYT CENTER
Civic Center Plaza
Richmond, CA 94804
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HAYWOOD TECHNICAL COLLEGE
offers
PRODUCTION WEAVING

a 7 quarter comprehensive program

#® techinique ® dyeing
* design ® photography
® marketing * glectives

$51 per quarter N.C. residents
$255 per quarter out-of-state

Contact:

PRODUCTION CRAFTS
HAYWOOD TECHNICAL COLLEGE
Clyde, NG 28721
704/627-2821

PROFESSIONAL CRAFT STUDIES

® a two-year studio course
& coflege credit available

WORCESTER CRAFT CENTER
25 Sagamore Road
Worcester, MA 01605

Write for brochure.

IRELAND
THE FIBER ARTS
Summer 1984
A study of current Irish
design and its history
Plus the peopla, the landg,
and other arts
DOLPHIN, INC.
P.O. Box 584, Elmhurst, IL 60126
312/834-6927
{Cathy Williams)

SCANDINAVIAN TEXTILE TOUR
Norway ® Denmark ® Sweden
Starting Aug. 14, 1984

Extensions to Helsinki & Leningrad
Leaders: INGER FINNE
& FRANCES TAYLOR

3925 Stockton Blvd.
Sacramento, CA 95820
916/457-2624

DIANE ITTER WORKSHOP:
Material and Design Exploration

Explore the use of fiber technique
with nontraditional materials.
Cost: $§45
Advance registration required
Sat. & Sun. April 7-8

CRAFT ALLIANCE
€640 Delmar Blvd,, 5t Louis, MO 63130
314/725-1177

PARSONS
IN WEST
AFRICA

July 5-July 27, 1984

Ceramics, Weaving, Metal-
smithing, Photography, History
of African Art & Architecture in
the Ivory Coast.

For details, contact;

Office of Special Programs
Parsons School of Design
66 Fifth Avenue

New York, NY 10011

212-741-8975

TEXTILES OF GREECE
July 9-31, 1984
Seven day workshop on island of Euboea
tollowed by 14 days travel to Thessaly,
Epirus, Lefkas Island, Peleponnese, Athens.
Phone Linda 408/423-8244 evenings or
write Catherine Van Steen, |peridou 5, Plaka,

SPECIAL WEEK-LONG WORKSHOPS
JUST FOR THE BASKET MAKER
JUNE 11 THROUGH JULY &

As the outstanding basket making school on the
Wast Coasl, we have the 1eachers and the Bay Area
is the perfec! setting.

FOR COMPLETE BROCHURE:

KIRMEYER SCHOOL OF FIBER STUDIES
P.0. BOX 24815
SAN JOSE, CA 95154-4615
(408} 269-4513

SCANDINAVIA FOR WEAVERS. Denmark,
Sweden, Finland escorted by Joanne Talla-
rovic, Aug. 2-16, 1984. Giimakra Loom Factory/
Weaving Schools ® Klippans » Marta Maas
Fjetiertrom ® Marimekke. info/brochure. RIVER
CITY TRAVEL, 19655 Detroit Ad., Rocky River,

Athens, Greece.

OH 44116 216/333-1500Q.

CHARLES BABBAGE RESEARCH CENTRE
sponscrs the Second Conterence on Creation
of Complex Weave Structures (July 11-13 at
The LOOMS, Mineral Point, WI} and an-
nounces ARS TEXTRINA, a scholarly journal
devoted to the history, theory and practice of
complex weaves. Information from: CBRC,
c/o Dept. of Clothing & Textiles, University of
Manitoba, Winnipeg, Manitoba R3T 2N2.

1984 WORKSHOPS

Weaving Quilting Stained Glass
Photography Watercolor Writing
Nature studies and other subjects
Write:

THE CLEARING
PO, Box 65
Ellison Bay, W 54210

Weaving Works has summer classes: Weav-
ing, spinning, dyeing, knitting, machine knit-
ting, basketry, and others. Write for brochure.

WEAVING WORKS

5049 Brookiyrn Ave. N.E,
Sealtle, WA 98105

Theaaterd Tuany

A

Support our advertisers,

I They support us,

One and two week workshops for students of all

ability levels and media interests.

JUNE 4 - AUGUST 17, 1984

ARROWMONT

School of Arts and Cralts
Box 567 Gatlinburg. TN 37738 (615} 436-5860
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Simple familiar com- Thread the [oom. Repeat the Draft. Tie up the als. Weave the patiern as Or treadle-as-drawn-in
mands make it easy to VIEW LEVEL 1 VIEW LEVEL 2 YIEW LEVEL O you prefer...

MASTER’

AN A
...m_“h” b,

Each fthread [warp SIZE, [warp]... and SPACING [waft]. Insert warp or weft Fill in warp or welt Erase warp or
andior well] can have VIEW LEVEL 2 VIEW LEVEL 3 thriads. threads. threads.

CUEES S HE TEXTILE DESIGN TOOL

VIEW LEVEL 5

o

I il

e,
A A

1 .,
el

== BehE S il

You can zoom in, ... Farther oul.., and Tarther aul, You can examing thae Or the back of your
WVIEW LEVEL 1 WIEW LEVEL 2 WIEW LEVEL 3 WVIEW LEVEL 4 framt of your fabric ris- fabric falling shed.
Mote thal vour diall ¢an be positioned in any one of the four eomers or &l four, ing shed,

FROM MACOMBER LOOMS

The built in color wheel leis you chooge Irom 256 colors You can combina the pattern with the tie-up and the treadling trom
16 BASIC COLORS 8 SHADES of 1 calor 16 SHADES of 1 color threading from one from a second a third,

BUILDERS OF QUALITY TEXTILE PRODUCTS SINCE 1936, “ASK THE WEAVER WHO OWNS ONE.”
For further information call 207-363-2808 or write MACOMBER LOOMS, P.O. Box 188 Besch Ridge Road, York, Maine 03008 LS A
Sofwara by Brosos Information Sysiams
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