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Something for you..

If you are a weaver, spinner, dyer,
armchair enthusiast or collector, there’s
something for you in every issue of

The Weaver’s Journal.
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FROM THE EDITORS

Wit THIS ISSUE we depart from our recent emphasis on themes te bring to you
z potpourri of weaving-related topics, some food for thought, some new techniques
to try.

Leonore Alaniz continues the exploration of contemporary weaving she began in
the Winter issue, this time from a marketing scandpoint. Back with more loom tips,
our carpentet and mechanic, William Koepp gives us some valuable loom maintenence
pointets. Regular columnist Allen Fannin shares his “Looming Thoughts” on weaving
terminology.

As a special treat for our readers, we are pmrllcged 10 pubhsh an excerpt from a
new book by Else Regensteinet, Geometric Design in Weaving, We have selected ma-
terial from Chapters 1 and 4 of this new work. (For more information on this book,
see the Publications section of this issue.)

Motgan Clifford is 2 weaver who uses geometric design in her work, adapting clas-
sic weaving technigues fot her own unique expressions. Her profile is by Sandra Gue.
You wilt be especially interested in how Morgan's recent experiences as a student at
Cranbrook Academy of At have influenced her work.

A special pair of articles illustrates the topic of “ability despite disabilicy.” Paul
Brubaker shares with sighted weavers a deeper way of seeing in hisarticle entitled “Hap-
tic Visions.” His bibliographic information is meant te assist anyone with marginal vi-
sion ot individuals not receiving information from a social service agency. Klara John-
son works beautifuily within her special limirations. We are introduced to her in an
article by Connie Magoffin.

For our readers seeking stimulating new techniques, we have several articles:

Tkat velver will be 2 new technique for most of you, one which adds dimension
to your weaving. Lotus Stack provides background on ikat velver and gives instructions
for a sampler in this patterned warp-pile weave.

Audrey Homme assumes the rele of “The Weekend Weaver” for this issue, show-
ing interesting variations on a vest pattern.

Susan Poague writes on computer-aided design. Even those who do not use a com-
puter at the loom will be interested to see the potential of this tool to translate designs
from one medium to another.

Clotilde Barreut provides an introduction to the challenging and popular topic of
Finnmweave for both four and more harnesses, including an explanation of how to dia-
gram patterns for use with this technique.

Philis Alvic describes small projects in double two-tie weave in “Notes
of a Pattern Weaver.”
Finally, we have included a little-known and fascinating off-
loom technique — Sprang. Coby Reynders-Bass reminds us
of the work done at the turn-of-the century in The
Netherlands to revive knowledge of this ancient
technique. A basic sprang-on-the-loom sampler is
provided for those whe may be unfamiliar with this
technigue.

We hope we will have the opportunity to meet
many of you at the regional weaving conferences
coming up this spring and summer. Don't forget
to stop by our booth, introduce
yourself, and let us hear your ideas
" about weaving and The
Weaver's Journal.

Karen Searle &
Suzanne Baizerman

Join us in welcoming our
friends Warp and Woof
to the pages of The
Weaver's Journal!
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I'MWRITING TO SAY chat | love Allen Fan-
nin's articles. They make me think about
weaving, not just of weaving a specific piece.
His book on spinning made me feel familiar
with the craft long before | made my first
thread. | don't know if | think he is "‘con-
troversial,”" but rather stimulating. He puts
things into perspective. Thank you for giving
him a forum to present his ideas.

Your magazine has always been a special
one, from the time | first saw it years ago.
Please keep it that way.

Gail Troy
Shipman, Virginia

THANK YOU sa much for featuring my mail
order business, STUFF, in the PRODUCTS
section of Weaver's Journal. | suppose it goes
without saying that write-ups such as yours
are a great boon to ALL businesses and
especially new ones.
Sue Bella
Califon, New Jersey

IN RESPONSE TO MR. HAUSNER'S letcer
about my article, ‘Examining the Shed,"
there are many weavers that do pull the lease
sticks after warping up, but many others leave
them in, for a variety of reasons.

There are myriad loom designsin use to-
day, with a multitude of weavers using
numerous techniques involving various kinds
and sizes of warp. To restrict everyone to a
single philosophy would unduly hobble the in-
quiring weaver, whose experiments should
not be limited, whose explorations must not
be restrained.

It takes very little research to discover
that weaving with the lease sticks in place was
and is an accepred practice; it is not always
necessary, true, Shed rods are precisely
described as far back as 873 by John Wat-
son in The Art of Weaving, Chapter V1. The
sticks and rods used in the warp were ¢oated
with a hard baked-on finish which reduced fric-
tion to almost nothing.

The mere fact that we have discussions
of this nature shows that weaving is a very
healthy crafe, still growing, still expanding. A
great hobby, | love it! .
William Koepp
Bakersfield, Catifornia

AS A CHARTER SUBSCRIBER to The

Weaver's Journal | would like to tell you that

it just gets better and betterand itis so useful.
Thank you again for all your work.

Grayce Montrose

£l Segundo, California

LETTERS

THIS SPRING, | was able to realize a
cherished dream. | was able to ordera | 2 har-
ness countermarche ioom from Toika in Fin-
fand. My savings just covered the price and
transport. However avery kind of setback
seemed to happen: There was a 6 week mail
strike in Finland and no one knew where my
order and check were. Eventually things start-
ed moving. But my loom did not arrive in
Duluth, Minnesota where | could have picked
it up but in Milwaukee, Wisconsin. After alot
of red tape and another 3 weeks of delay, it
finally arrived.

In the meantime, lhad to move some fur-

niture inmy very cramped quarters. The loom

was 2asy to put together. Everything just fit,
except they had forgotton that |2 harness-
es, jacks lamms and treadles take alot of cord
ta tie-up. There was not enough. So |
scrounged: | spun some very heavy linen rug
warp into cord and found some seine twine
in a dime store and used that until | could find
a source of more linen tie-up cord.

None of the translated instructions men-
tioned locking pins. To have everything work -
the way | felt it should, 1 kept tying and unty-
ing knots for days. My considerable weaving
library eould shed no light on anything. | final-
by found ** Countermarche: Pure andSimple, "
by Joanne Tallarovic {Weaver's fournal, Issue
31, Winter 83-84). Never did | appreciate
an article more!! Having by now a very inti-
mate knowledge of every hole, nut, bolt, cord
and knot | figured outin no time how to make
the needed fine adjustments.

| still have only 8 harnesses completely
tied up. It daes work beautifully—no noise,
no great physical effort, the lightest beat, trea-
dles just the right height. The shed is fine.

Thank you Joanne Tallovaric and The
Weaver's journal for publishing the one and
only set of instructions that make this mar-
velous system pure and simple. It beats any
instructions | have seen so far.

Ursula Schramm
Hurley, Wisconsin

The best in textile
and art weave
yarn from
Finland

Heimi Yuorelma

Wool Blanket Yarn (brushable|
Loop Mchair [brushable|
Takana Finnweave Yarn 772
Ryjy Yarn 7T3

Rampalanka, 3272 Fine Worsted
Torw Linen #4 8 & 12

Line Linen 300Z, 162, 16, 20
Zail Linen Warp 83 {tubes|
Nyppylanka [Nubby Cotton|
Codton Chenille 1.7

Seine Twine #6, 12, & 1E
Cotton 2012, 1272, & 813
Pirkanmaan Kotilyo

Cotton Poppana Cloth Bias Strips
Pirkka Tapestry & Fug Yarn
Toika Looms and Equipment
Samnple cards §1 each or 6 for $5

Schoolhouse Yarns
25405 5 E. Holfmeister Bd
Baoring Crepen 9000

A G- 34T

Diealer Iniusries imviliad

:} Learn how to Weave
GL Free Lessons

b No experience needed. Teachers from our
b School of Flber Arts teach you. Here's
J how:

} Buy a Sievers Floor Loom here on

{ Washington Isle, Wisconsin, and while you
l are here you will receive, free, two full days
of instructions. You will learn how to
“dress” the loom, how to measure the
length of warp, amount of filier, how to
treadle, throw the shuttle. You become
a Weaver and will advance as quickly as
you desire.

Check into this exceptional opportunity.
Send $1 today {refunded) for complete
details. We will also send you our latest
Loom Catalog and the '87 School Bro-
chure covering all of the Fiber Arts taught.

t Da it right now—this can be so exciting and
3 will spen up new doors for you. For once,

do something for yourself. Others have—
shouldn’t YOU?

Py

Sievers
Walnut Hill
Washington Isle
Wis. 54246
(414) 847-2264
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WEAVERS & KNITTERS
LOOK TO

CRYSTAL PALACE YARNS

53 Difterent Natural & Dyed Coned Yarns

Ranging from 15.000 to 400 yards/pound
- Ik"1i [ / i \F.-' -

A Drivision of Straw Lnto Gold
P W7

3006 San Pablo Ave.
Berkeley, CA 94702
1415) 548-0U8%

| g

* JACOB ANGSTADT DESIGNS *

foie. it Pesig s
(/&(d/ Jﬁ’yaé.{ﬂ ‘ ﬁU/ jﬂya /// P M’
Ko Hieiors 9251 Fhonk He Witirs 95 ook

TWO BOOKS REVEAL 18th CENTURY MASTER WEAVER'S RECORDS
A photographic replica of Jacob Angstadi’s patiem book; 307 coverlet . . )
orut tableciath drafts; 237 tis-ups for point twill drafts on 6.8, 12, 16, 20, Publishad & Distribited by
24, 28 and 37 shafts. Companion book contains nearly 500 drawdowns from futh N. Holroyd
the orofile drafts and point twill tis-ups. Dasigns sdaptable to umt weaves 20 Old Fllrl'n Circle
on 5 to 10 shefrs, Prepared by Ruth M. Holroyd with Uirike L. Back. Pittstord, N.Y. Y4534 {).5.A
8% x 11" Hardbeund set totaling 400 pages. $39.96 per set* R o

Add $2.00 Poatage & Packaging (§3.00 oversaas) per sat— "N.Y_State Residents add 7% tax. - Dealer inquiries inviied,

NOW AVAILABLE!
Seminar or Workshop: “‘Playing with Protiles”™, interchanging unit woave
systoms within mufti-haroass profiles. Ingquire.  Ruth N. Notroyd, insirector
|

EXPAND YOUR LIBRARY

Free to Guilds

Your Guild will receive a one-year subscription {or
renewal) FREE when nine subscription years (new or
renewal) are sent in by guild members. Send subscription
orders with full payment in one envelope to:

The Weaver’s Journal, P.O. Box 14238, 5t. Paul, MN 55114.

[ A HENRY
A HENRY’S ATTIC

Textured Weft Yarns

5 Mercury Avenue, Monroe, NY 10950
914-783-3930

To see the yarns Henry keeps in the attic,
please send $15.00 and resale number
for complete sample set. (It's well worth it)

Stores & production weavers only please.

Individual weavers, please see your local weaving or
knitting store, or write for list of stores carrying
Henry's yarns. We appreciate your business.

“"Veu've @@[% o be Ksddsn?”
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HE ETYMOLOGY of many specialized

textile terms used only by handioom

weavers has always been intriguing to this

writer, particulatly given the continuing,

almost osmotic battier between these
terms and those used in the larger rextile world,
of which handloom weaving is a real parr. If
pressed, we would have to admit that our linguis-
tic interest is most highly piqued by the term
“multi-harness.” (We will resist any impulse and
temptation, however strong, to digress along the
“hamness” vs. “shaft” path, for that conflict we
have long ago resolved in favor of “shaft,” a reso-
lution increasingly being shared by others in the
field.)

The word “multi” is the focus for the pres-
ent discussion because of its completely errone-
ous application here and the conceptual han-
dicaps it causes for the majority of handloom
weavers who accept this application so totally and
unquestioningly. Historically, the term “multi-
harness” was institutionalized by Mary Arwater
when she applied it to looms and related weave
structures of of requiting more than four shafts,
Now, to the most strictly logical of minds, the
word “multi” really only has application to any-
thing greater than unity, or one. Therefore to ap-
ply the term “multi-harness” to looms at all is, in
point of argument moot, for by definition, a
loom szus# caty mote than one shaft for harness-
activated shedding to be possible at all. Thete-
fore, all looms are in fact “multi-harness.”

Lest we be thought merely to be descending
into semantic quibbling, it is essential to point
‘our just how this patently wrong and misapplied
term has crippled generations of handloom
weavets who, feeling comfortable at four shafts,
fear even discussion of what to them is “multi,”
when there is cleatly no substantive difference
between four shafts and forty. This little-
understood question is so well-codified tharloom
makers themselves, responding as they must to
market requirements, however irrational,
scparately catalogue their offerings as “four” and
“multi” shaft, thereby all but setting this illogic
into stone. This situation and our collective un-
derstanding thereof is particularly germane as a
growing number of handloom weavers, both ne-
ophyte and veteran, bring intelligent approaches
to the field and seek greater mental challenge
than that offered by the fearful approach/avoid-
ance conflict over more than four shafts. In recent
times, a new term, to wit, “complex” (albeit
somewhat limited and illogical in its own way)
has come to signify this newly confident and in-
telligent approach. :

It has always been our position that the
separation of weaving and weave structures and
thus, their attendant equipment into such
meaningless categories as four and “multi” places
an arbitrary, artificial and uncalled-for conceptu-

Looming Thoughts

by Allen A. Fannin

al batrier between the handloom weaver and
his/her full understanding of weave structure,
regardless of the mechanics of how that structure
might be realized in yamn. To the argument that
this dichotomy must exist out of deference to the
many handloom weavers who have only four
shafts and thus who have no interest and/or need
for anything greater, we submit first that as 2 tru-
ly complete weaver, handloom or otherwise, the
interest should be in & parts of the trade. Sec-
ond, we submit that one could easily question
whether so many handloom weavers have only
four shafts because of the dichotomy in the first
place. The final battier to the removal of ¢his false
division has been handloom weavers’ recipe-like
dependence upon specific loom set-up drafis
which rarely convey direct weave structure infor-
mation. This may provide a secutity of results on
the cloth-roll but an absence of fundamental
comprehension in the mind of the weaver,

Because of the growing interest in weaving
that is less dependent for its effect on the novelry
yarns and more dependent on the vatied inter-
sectings of the warp and filling yarns, now may
be a very important time histotically to begin
climinating the four vs. “multi” distinction.
While the present situation has developed over
many generations of handloom weavers, the
remedies for it are simple and accessible.

Our more obvious point of beginning
would be to advocate a greater emphasis on the
on-paper study of weave structures separared
from the mechanism of producing any structure
on the loom. Contraty to popular thought, it is
quite possible and even preferable to examine
the way in which warp and filling intersect with
one another without ever producing so much as
a swatch, so as to avoid the mechanical and (to
some students) the visual confusion warp and
filling yarns can cause. Actually, it has always
been our contention that a highly skilled weave
designer should be capable of reading a weave
drafton paper and “seeing” it in a vatiety of yarns
and end and pick counts much as a highly skilled
musician should be able to “hear” the sounds of

_notes on a page of music. While we are not by any

means suggesting that a weaver studying struc-
ture as scructure should never carry the procedure
to the point of fabric, we are, on the other hand,
serongly suggesting that the past and present em-
phasis on the tangible fabric must be initially
overcome by a future, temporary emphasis on
graphic study until a balance is reached. By this

There is clearly no
substantive
difference between

Jour shafis and
Jorty.

FANNIN to page 76.
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Computer-Aided

Design

by Susan A. Poague

HAT WEAVER hasn't flipped
through a pattein book of poten-
tial overshot designs and commit-
ted at least one or two of them to
graph paper to see what image
results. Learning to do drawdowns is one of the
basic tasks weavers confront. From the known
clements of threading order, tie-up and tread-
ling order, we can generate a previously un-
known image. We also know that the process of
doing drawdowns, filling in all those little blanks
on sheets of graph paper, can be tedious and
fraught with error. Computers have been shown
to be very powerful tools when used fot this put-
pose. However, what happens when a design is
known, but the elements which could make chat
design come alive—the threading order, tie-up
and treadling order —are unknown? Discovering
these design elements through the process of fab-
ric analysis is actually a reversal of the weaving
process. It means tediously “unweaving” the fab-
ric, pick by pick, and noting on graph paper
where each weft crosses over or under the warp.
From this graph paper record the threading or-
der, tie-up and treadling order can be inferted.
Again, computers can be very helpful if we use
a generally available fabric analysis program and
re-apply it in the role of design analysis.

Fabric analysis programs exist in both com-
metcially available software and in “free” pro-
grams (i.e, thosc published in weavers'
magazines), which can be very useful for anyone
with access to a computer and with some good
ideas to be tested and analyzed. Very simply,
computer fabric analysis programs request data
in a particular form. This dara 1s used to produce
on the display screen a visual image of the design
to be woven. When the image is complete, the
compurter begins its calculations, which may rake
from thirty seconds to three minurtes. The output
provides complete drawdown information

Analysis

{threading, tie-up and treadling) for the design.
This outpur will appear on the scteen and may
also be directed to the printer. Depending on the
program, the result may be saved on a floppy
disk.

As a graduate student in weaving at lowa
State University, I have been wotking with 2
number of weaving software programs. I became
interested in using fabric analysis programs for
translating a folk art image used in quil
patterns— the “little schoolhouse” motif —for
applications to table linens. This was an in-
teresting test case since the image I chose is not
commonly seen in woven form. I chose the bilock
weave of Summer & Winter because of its ap-
propriateness to traditional design, and the
country feeling it cvokes. Working with a ten
harness Macomber loom, I was limited to eight
pattern blocks and two ground harnesses
necessary for the Surmmer & Winter weave struc-
ture, 5o I had to make the design “fit cthe loom.”
Since 1 was weaving with an clectronic dobby at-
rachment however, I had virtuatly all the creadles
I could ever want: My computerized tie-up was
unlimited.

1 used my Apple He computer with Pattern
Master IV software for the initial design which
was a straight-on view. This was a challenge; I
knew I had 1o keep the necessary blocks 1o a
minimum, The Pattern Master IV analysis pro-
gram will give a design in the simplest form
possible, with the least number of harnesses.
Even pated down, howevet, the design required
13 harness blocks and 8 treadling blocks. I then
exchanged the threading order with the treadling
order by rotating the design 90° (using one of the
selections possible in the Design Edit menu).
When1 te-analyzed the image it showed me that
I could use 8 harness blocks and 13 treadling
blocks. 1 was well within my loom’s harness
capabilities for the chosen weave structuze.

& O THE WEAVER'S JOURNAL
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Pattern Master IV is powerful software
which performs many functions in addition to
fabric analysis through a seties of menus. It was
written by Janet A. Hoskins and is distributed by
AVL Looms. When using Pattern Master IV to

analyze an image, it must first be entered into the

computer by filling in the squares on the design
grid ‘appearing on the screen. The program
designates certain keys for this purpose. The grid
resembles graph paper and like graph paper has
several possible grid sizes. The grid 1s selécted ac-
cording to the design proportions and can vary
from 85 squares by 47 squares to 25 squares by 14
squares. At any time during this process, before
analysis begins, the design can be changed. The
analysis can be for either dobby or treadle loom:s.
It will analyze as many as 41 harnesses and 23

“Little Schoolhouse”
tunner, front view.
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treadles for creadle looms. With extra software,
the analysis can be increased to 150 harnesses.
I used Pactern Master IV for this design, but

thete are two “free” programs giving essentially

the same result if some minor adjustments are
made for their limitations. Janet Hoskins de-
scribed 2 “primitive” vetsion of the Partern Mas-
ter IV fabric analysis function in an article and
program listing Ifublished in Shuttle, Spindle &
Dyepot in 1982.° It was written in Applesoft Ba-
sic to run on the Apple II, 1T+ or [le series of
computers, (This kind of software is “free” in the
sense that anyone can use it for the price of the
magazine in which it appears. It can be stored on
afloppy disk, but one must invest some time typ-

‘ing 1t into a computer.) This program requires

thar the design be enteted in the form of a series

“Litde Schoolhonse™
runner, back view.

SPRING 1987 1 9



of 0's and 1’s 1o represent the warp and weft. An
tmage of up to 40 rows and 40 columns may be
R O e s 20 o o e enteted. The loom capacity here is for 16
ENTER DRAWDOWN, ONE ROW AT A TIME, STARTING WITH THE TP RDM, : ;
T AT harnesses and 18 treadles. Once the image is
complete the computer takes over, making its
700000000000000000000 calculations. This program takes a long time to
POOOCOIENOGODN00DAON0 .
200060000111111111100 B . .
OO000O01111111111100 fun—sometimes up to three minures! The
PO000001 1 1 10000000000 WUHBER OF ROWS = 2B 1 t L
oae0: 111 10000000000 reeR O Came 2 drawdown information from this program ap-
200111011 L 10000DO0000 DRAWDOWN - R
700111011 110000000000 DRAMDOMM 200000 T 101001 pearsin anon tradltm_nal for_m. Ieis Outputt_cd in
FOOLL1910131111131100 Llelati o tetets el vteia Ta e T oo Lo 0110061101111 the same manner as it was mputtcd that is, in
P00 1GOCGR0I000000 GOOOOOAO1 11111111100 (SR RERRRLCEE T - N ' - ', !
70000011011 1113 111100 00000GO1111151111100 9911113000000 the form of a series of ('s and 1's. First it tells how
e 1 1 QOROBOL 11 10000000000
70000011013 1111111100 00001111 1000000000 0000161111110 many rows and columns have been entered.
FOODO01L G LIGRGOI 1100 Q01 1101 {1 1000000000 AOa03A11100010 . . + +
2000001101 11000011100 I GO00G000G0000 Then it gives a drawdown, a threading, tie-up
FHOO001101 11000011100 . . .
000001101 11000011100 33;5;}:3;;;5;3;;;533 and a trcadlmg order, It is necessary to dcsngnatc
FOCOOOL10113111311100 OOO0011014 1118111100 TREADLING ]
FOCOOGIIOLI11111114100 pODOGI10111111411100 10000000000 onc Of t}le symbols for dlc Warp _The wat 15
76000011011 1000G 1100 0000011014111L1 11100 1000000000000 assumed to be the other symbol. It is best to use
FOCOG1I101 1100001 1100 DODOG1101 11000011100 01 DOOQOO0DOG0 . . .
HOB1111101131000011100 000001 101 3 150001 1100 0G1G00DCO0000 a prntet fol‘ this program, because the solution
PO0LLL1LI0111000014100 000001101 11000011100 0001000000000 . . B -
FO0LI111G131111111300 000001101 110040011100 OGOC | BOCO0000 15 outputtcd to the screen qulckl}' and it ﬂlps by
FOO0001 0111111111100 OODO01101 11111113100 0OGAN] DODCOO0
POOCODOICIILEII111100 GOOCOLI0111111131100 Q000G 1000000
PO INOOODNACIOG0 DOOO0ELOL11000011100 QOG00SO
FOOOO0ODOCAIDNOCHO00 0O0001 1011 1000011100 OOOBOTON 13000
00111110111000011100 ggg:ggggg:ggg .
0OL1111011100001 1100
A O0111110111111111100 000000000 1000 thtle SChOOlhOUSC
0O000110111111111180 0000OTDCOCL OO
QOOGO010111111111100 ggoonmggigg R
0000000C000000000000 DOGOD
OBODOGODORODICIOD0O000 [alele dlalalenlelad Rulel unnet
0000000001000
0OOCADBON 1 GO0 . 1
THREADING 200000001000 Warp and Taal:liby Weft: 12/2 mercetized
DOOODID00M01 1 1100000 0000000000100 cotton, natural,
Figure 3. ON00000001VD00 L1100 000A0COA0N010 ! .
OUOODGO01 10GDADYOOHN DOR0000G000 1 & Sett: 24 e.p.i.
e o 0000060001600
0GOLOC OTO00T00L00 . e "
010000000000000 2000000006001 Pattern Weft: 5/2 Verel in “Wedgewood™.
0011 LE000A0O000A0000 .
1130000A00000000061 1 10GAGOCO0IGLH0 Total Warp Ends: 344'
Weave Structure: 10 harness, 8 block sum-
mer and winter,
Number of Treadles: 28
Width in Reed: 14",
ENTER FATTERM TO ANALYIE): .
START FROM BOTTOM OF CLOTH. Length ofWarp. 2 Ya-rds-
ENTER PATTERN LINE FROM LEFT TO RIQHT. . : .
FOLLOWING "5/ ENTER EaiH LINE BY Dimensions After Washing: 13% " % 36"
LUSING *1* FOR WARF THREAD, AND H 1
USING *2" FOR WEFT THREAD. (mcludcs frmgc).
FPRESS 'RETURN' TD END EACH LINE.
PRESE "RETURN' TWICE AFTER LAST LINE.
o o S ey s 8
:;gggifgﬁﬁﬁﬁfg’; 8 HARNEBSER AND 13 TREADLES REDUIRED
222222112111114111422 X
222111112111131111122 X
221111121 01222211122
PEFIILI121 1122221128 I:::::::::: : xl
922222112111222211122 XXXN ' X .
PR2RTIAI21 11222122 XEHEX . X
72222Z112111111111122 XX NXXE . X
222221121115 11111122
AXXXE AXAXXXXXNXX ] X
222222112111222211122
P22222112111222211122 “":: KENEAXNLXK , * x
?22227112111222211122
P2R2T2112111222211122 :: :::::::::: . :
22222112111111111122 XX EXXKNXNEXX 3 %
722222112111111111122 XX XAx ot ¥
P22222112111111111122 X% AKX XXK 1 X
TRTZA2112222222222222 X% Xxx ox . ¥
722111112111111411122 it o s ¥
2211112111 11311111122 XX XAXEXXEEXN 1 X
722111211112222222222 piviietelsssiontveto
.;1.:4411‘.111.:2 Fryryrysd XX XXX XXX x
722222221111111111122 “;:: ::: ::: . xl
722222222111111111122 XXXXX XXX Xxx ,
PRRDATTIIIIYIDY 2
: 2 RO AXXLAXNXXE 1 X
“< AX XAXAAAXXXX 3 X
X OAXNXAXANNX 1 X
A x
X
XX% 1 oD o
x :  0ODCOO O . .
x 1 0O0ODD 000 .
Figure 4. " ' cocoa Rigure 5. Profile draft.
Buire xx 1 DADAD DOOADKD
XARX y oo o oo
XX¥ & DOOOC O OO
A Xxe
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before one may even realize what has happened.
One inconvenient aspect of this program is that
there is no provision for editing out errors before
the fabric analysis begins. This is especially pro-
blemaric for larger designs. Nor is thete provision
for rotating images; if this is desired the image
must be entered 2 second time.

Another “free” fabric analysis program was
published in Handwoven in 1986 by Scont G.
Jones.? This program may also be run on Apple
computers or any computer which understands
BASIC. The image capability of this program is
80 rows by 80 columns with a loom capacity of 32
harnesses and 32 treadles. The design is entered
in much the same way as the Hoskins program,
but the number 1 serves as the symbol for warps
and 2 for wefts. The computer makes its calcula-
tions and outputs the drawdown information in
a more traditional form. First it tells how many
harnesses and treadles are required, Then the fa-
miliar quadrant appeats showing the drawdown
on top left, the weadling order on top right, the
threading order on bottom left and the tie-up on
bottom right.

It is interesting to note that my schoolhouse
image analysis by Jones’ program still required 8
harness blocks and 13 treadling blocks on the
rotated design. However, the tie-up, and thus
threading and treadling orders, was different.
This program proved to be faster than the early
Hoskins program, but the same inconveniences
still held true: There was no provision for editing
etrors once the image was complete, and no
means for rotating it.

While I have used what are primarily fabric
analysis programs for design analysis, 1 have

skirred an important issue: what about fabric
structure? | handle this by using the computer
generated draft as a profile draft. I consider the
squares of the threading draft as units, In this
way, all the possibilities of block weaves, such as
Summer & Winter or Bronson Lace, are avail-
able, H 1 want to use the new draft just as it comes
out of the computer, [ would have to determine
whether a tabby foundation is appropriate, or
whether there are floats which might be too long
to be practical. Not least, the final aesthetic deci-
stons must be made.

While there has been some controversy
about the appropriateness of computers to the
world of weaving and fiber arts, 1 believe that
weavers can only benefit from theiruse, With the
tedium and etrors from hand-done drawdowns
on graph paper elimated, and the possibility of
making designs come alive on the computer
screen, weavers can tutn their full attention to
weaving!

Notes

1. Janer A. Hoskins, "Computerized Fabric Analysis,” in
Shutile, Spindle & Dyepor, Vol. X1V, Issue 53, Winter 1982,
26-27.

2. Carol and Stewart Serickler, “A Fabric Analysis Program,”
in Handwoven, Vol. VI, No. 1, Jan./Fch. 1986, 76, 92.
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An excerpt from

% Geomettic
> Design 1n
Weaving

by Else Regensteiner

HERE IS A WEALTH of geometric designs
and shapes suitable for intetpretation in
textiles. The term geometric however,
conjures up visions of high school
mathematics classes, where, with ruler
and compass, one learned logical relationships of
forms and sizes,

I never appreciated the science of geometry
as such, but I always found the visual beauty of
orderly arrangements striking and the interaction
of forms and shapes, spaces and proportions, fas-
cinating. In time, [ became aware of the wonder-
ful symmezty in the stable and dynamic systems
that are ever-present in nature and in art.

Geometric forms, as a basis of design, are
applied by evety artist in endless combinations,
may he or she be a painter, sculptor, architect, or
weaver. It was Voltaire who stated, “There is a
hidden geometry in all the arts the hand pro-
duced”. Lines define spaces and lead the eye to
points of interest; intricate geometric composi-
uons evolve from squares, rectangles, citcles, tri-
angles, and hexagons. The weaver uses these ba-
sic shapes to express ideas in woven forms, be
they functional, decorative, conceptional, sculp-
tural, realistic, or abstract.

Combinations of shapes may form the con-
tent of the principal figure, as seen in composi-
tions by Picasso, Mird, or Gtis; or they may srand
on their own, as demonstrated by Piet Mondrian
ot Josef Hoffman. They may be repetitive, as
used by Jack Lenor Larsen; or present theme and
variations, as shown in the designs of oriental
rugs.

While color and texture play a major role in
woven textiles, the emphasis in this book is on
structuge as such, Color illustrations, however,
are included to show how basic geomettic shapes
are enhanced, changed, softened, or biurred by
the influence of color and texture.

Tufted Rug by David

Cress.

Top, Palette. Woven rug
by David Cress.

Spiit Entry 1969, by
Richard Landis
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Figure 3. Growth of spiral
in a shell,

Ratios and Dynamic
Symmetry

The beauty of a wotk of att is based on a sense of
perfection that appeals, consciously or uncons.
ciously, to the sensitivity of the viewer or user. A
true work of art, whether a painting or sculpture,
a textile or 2 building, never loses its harmony
and balance with the passage of time. In analyz-
ing the intrinsic qualities of such a work, we soon
realize that the secret of its etetnal value lies in its
proportions and the relationships of its parts to
one another.

The ancient architects and master builders
were the first to use specific geometrical propor-
tions to produce the greatest examples of Greek
art. An early statement of this aesthetic order can
be found in De Divina Proportione, written by
Fra Luca Pacioli in 1509. These proportions later
becarne known as “The Golden Section”, “The
Golden Rule”, or “The Golden Mean”. The
scientist Johann Kepler called them a “precious
jewel.” The ancient Greeks defined the Golden
Mean as the point thar divides a line in such a
mannet that the smaller part is in the same
proportion to the larger part as the latger part is
ta the entire line, The ratio determined 1o be the
ideal relationship of space division was the
proporttion of 1 to 1.618, ot an approximate sim-
plified proportion of 5 to 8. The Parthenon in
Athens, Greece is a perfect example of this
theory.

In 1202, a mathematician from Pisa pub-
lished a study of progressive numbers known as
the Fibonacer series. It is said that through a study
of the propagation rate of a pair of hypothetical
rabbits, Leonardo Fibonacei established a rela-
tionship of numbers in nature that correspond,
after the fourteenth number in the series, to the
ratio of the Golden Rule. Starting with 1,1, each
progressive number in the seties is the sum of the
two previous numbers. Thetefore the progres-
sion of numbers is 1,2,3,5,8,13,21,34, and so
on, continued indefinitely. This constant ratio is
found in ancient as well as contemporary design
proportions, from the Greek Parthenon to mod-
ern architecture, from grear paintings to com-
mercial shapes of rugs, windows, and doors. It is
also the propottion in all nature and is found in
the distribution of seeds and petals of flowers, in
the progression of spirals in shells and snails, in
the arrangements of leaves and branches on a
stemn, and, most strikingly, in the division of the
human bedy. Any numbets in the series will
work together and can be used as a guide for
proporttions in measurements of inches, for space
divisions, for the number of threads in a border,
and for distribution of shapes, The resuit is al-
ways pleasing.

Jay Hambidge, whose book Flements of
Dynamic Symmetry was first published in 1920,

has spent years studying Greek art and architec-
ture, sceking to detive empirical design princi-
ples to support his theory that great an of the past
did not detive so much from instinctive art ability
as from a standardized body of design principles
with considerable scientific base. Analyzing art
forms and architectural shapes, Hambidge noved
that as the length of rectangles (with similar
heights) increased, the increments were propot-
tional increases corresponding to the symmetrical
growth patterns found in man and nature. Atriv-
ing at conclusions such as Fibonacci had drawn in
his series of numbers, Hambidge then applied
them to graphic divisions of space. Two design
principles are distinguished: static and dynamic
symmetry. Static symmetry has a fixed entity ot
state. It is rigid in the ordetly artangement of
units around a center and appears in nature most
obwiously in the structure of infinite varieties of
snowflakes. Dynamic symmetry, as found in all
growth of plants and shells, is moving and
flowing.

Reduced from complex mathematics to
simplified explanations, the principles of dy-
namic symmetry can be presented in a concrete
way In a scries of toot tecrangles. Exercises by
which dimensions of dynamic symmetry can be
established help the weaver to find excellent divi-
sions of space for many projects. Once the perim-
cter of a piece, planned by the weaver, is estab-
lished, the space within can be subdivided by
constructing appropriate diagonals, hotizontals,
vetticals, and curves according to the dynamic
symmetry system. These spaces can then be used
for the placement of motifs, colors, and textures
for a successful design.

The squate root of a quantity is a number
that, when multiplied by itself gives that quanti-
ty. The square root of 16 is 4 because 4 x 4 is 16.
Or the square root of 25 is 5 because 5 X 5 equals
25. When the square root of a number is graphi-
cally expressed in exact parts of one, a perfect
square is root one. From this square other units
are developed.

Constructing Divisions of Space
Constructing divisions of space based on dynam-
ic symmetry must be done with a compass. This
simple insttument for desctibing circles or trans-
ferring measurements consists of two pointed
branches (one of them holding a pencil), joined
at the top by a pivot.

Start with the basic unit of root one, the
square, and draw a diagonal line chrough it from
cotnet to cornet. With the compass, measure the
length of that diagonal and draw a curve with this
length from the lower left-hand corner of the
square, This adds an extension to the otiginal
base line of the square. When the horizontal and
vertical lines are drawn in, a root 2 rectangle is es-
tablished.

Once chis firse step is understood and prac-
riced a few times, the next steps, which establish
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progressively larger dimensions are easy. The
mathematical numbers become the proportions
of dynamic symmerry,

Rectangles Constructed from the
Diagonal of a Square

1. The basic unit is the square, which can be any
desired size. From this basic unit (roor 1), a rect-
angle 1s constructed by drawing a diagonal from
one corner to the other (fgure 4a).

2. This diagonal of the root 1 recrangle be-
comes the base of the root 2 rectangle. The com-
pass, using the length of the diagonal as mea-
surement, extends the baseline ourt to establish
the size of the root 2 rectangle (figure 44). The
extended space is 0.414. The area of this rect-
angle is thetefore 1 (the square) + 0.414 or /2
= 1.414,

3. The diagonal of the root 2 rectangle be-
comes the base of the root 3 rectangle (figure 4¢).
The extended space is 0.732, The area of this
rectangle is therefore 1 (the square) + 0.732 or
Vi = 1732

4. The area of root 4 rectangie (/4 = 2.000)
is two square units {figure 44).

5. The diagonal of the root 4 recrangle es-
tablishes the base of the root 5 rectangle (figure
4e). This atea is two square units + 0.236 or /5
= 2.236

6. The diagonal of the root 5 rectangle be-
comes the base of the 1oot 6 rectangle and so on.
However, root recrangles higher than root 5 are
rarely used, although combinations of the basic
rectangular shapes are utilized. A wide variety of
space divisions can accommodate any number of
designs.

Rectangles Constructed from the
Diagonal of Half a Square

The diagonal constructed from half a square adds
a dimension of 0.618 to the square. This converts
the rectangle into an area of 1.618, which Jay
Hambidge named a Whirling Square (figure 5).
It is also the Golden Section of classical propor-
tions. By adding a 0.618 rectangle 1o the oppo-
site end of the whitling square rectangle, the
rectangle becomes a root 5 rectangle (0.618 + 1
+ 0.618 = 2.236), The 0.618 section is itself a
whitling square rectangle. The root 5 rectangle
and its Golden Sectron were used extensively in
Greek art and acchitecture. The relationships
within and among the rectangles become an in-
triguing study for the designer (figure 6).

Fgaure 4. Recvangles of
dynamic symmetry.
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root 5 rectangle with basic shapes subdividing the whole
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Figure 8. Rug by Sadye
Tune Wilson, based on
dynarmic symumetry
divisions of space.

Design Approaches:
A Basic Rectangle as a Design Unit

In any design unit—squate, root rectangle, or
whirling square rectangle —variety can be in-
troduced through the construction of diagonals,
horizonrals, and verticals within the linear
bounds in order to produce thythmic themes.
Logical subdivisions ate made by using diagonals
of the square and of the root rectangles and by
constructing  horizontals and verticals at the
point of intersection of the diagonals or at the
point of intersection of a diagonal with the
perimeters of the shape.

Compound Rectangles

A unit squate, root rectangle, or whirling square
rectangle may be used in combination with itself
ot with other units as multiples or additives 1o
produce a compound rectangle. Variety within
the compound rectangle can be inttoduced
through the construction of diagenals, horizon-
tals, and verticals within the linear bounds of the
compound rectangle, as well as within the linear
bounds of basic tectangles of squares (figure 7).

A weaving design based on objective rules
of symmetry is well on the way to becoming a
good design. Exploring and experimenting with
those rules offers many rewarding possibilities.
They are a great help and challenge to the weaver
but should never limit the creative approach,
The choice of colors, textures, materials, and
weave structures, applied 1 true and proven
dimensions, will do their share to assure a per-
sonal expression and creative staterment in every
woven work of art.

Tessellation

The term Tessellation is detived from the Latin
word “tessellare”, 1o pave with tiles. Webster's
definition is “a careful juxtaposition of elements
into a coherent pattern”. Weavers ate familiar
with mosaics in floor tiles, tiles for decoration,
and quilt patterns derived from ancient designs.
A characteristic of most tile design is repetition,
A line figure may be used repetitively to cover a
surface, or a given design motif may be used as
the repeat element. Only three figures— squares,
wriangles, and hexagons— will combine in an all-
over pattern; intervals occur when combining
other regular figures, octagons, or pentagons, for
example. Contemporary books such as Geomelry
of Art and Life by Matila Ghyka or ancient works
such as The Thirteen Books of Euclid's Elements,
The Works of Archimedes, and Conics of Apol-
Jomius give mathematical explanations and many
figures that suggest tessellation designs in never
ending variations.

Experimenting with tessellation designs can
be easy and enjoyable. Use cut paper or pencil
sketches and place small shapes on a contrasting
background. As intefesting designs or motifs oc-
cur, place one or several small hand mirrors next

Vertica! at intersection of diagonals

Figure 6, A. Root 5 rectangle with subdivisions; B. Two
Whirling Square rectangles subdivided.

0.4472 07230 0.4472

Figure 7. Dynamic symmetry, Divisions conscructed from
points where diagonals cross.

Bgure 9. Tesiellation Design with Three Mirrors, by
Sadye Tune Wilson.

to or around the design to see the repetition of
the patterns. Kaleidoscopic pattern changes may
be seen by slowly moving the mirrars left, right,
up, down, or diagonally over the design susface.
Additional patietn changes are achieved by
holding the mittots at various angles to each oth-
er as they move over the design. Tessellation De-
sign with Three Mirrors (figure 9) demonstrates
the many magical results performed with mir-
rots, Figure 10 shows basic tessellation line ele-
ments.
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PR Motif based on square
Motif based on circle circumscribing design Rotate design element to
inscribed in square clement create pattern
Figure 12. Plane partitions inscribing and circumseribing design element.
hexagon-triangle ) square-triangle
8

i

one dimension

- Figure 13, Rug in tessellation pattern
by Sadye Tune Wilson. Rotation of

_ the design element is used to create
two dimensions, especially useful in pactemn in 2 motif based on a circle
designing radiating patterns inscribed in a square.
D
Figure 10. A. Tessellation. B. Plane partitions combined . 14
in all-over design. C. Tesscllation design madifications: Eie 'Him;l ede .
expand or contract the design element. D. Graduate size Sh € )fl‘ " Hillary
of pattern in one or two dimensions progressively, 4 usnes. ) tion T
Eliminate lines to create new elements, :x““‘ “““?;i::‘g e S —
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Figure 15. Modular design.

Figure 16,
Cone Forms, by Ken
Weaver. Modular wall
piece in three sections
based on the diamond
shape.

Figure 17.-
Chicago Checherboard, by
Anne Wilson. Walt
hanging in linen, rayon,
abaca.

Figure 18,
. Detail of Chicage
Checkerboard, by Anne
: Wilson.

The Module

Modular units are well known in many fields of
art, architecture, and design. Furniture man-
ufacturess offer modular units for combinations
of shelves, cabinets, and desks. Le Corbusier, the
modern architect, became famous for establish-
ing the module as a valid form of composition.
Children play with modules of flat pieces of card-
board ot plastics that fit together for creative de-
signs and shapes. '

The module, as defined by Webster, is “a
standard unit of measurement”. Units of a size

- and shape with common measurements will fit

together to fill a given space and can be arranged
and rearranged in many different ways. The
weaver, too, can use modules to express decora-
tive design ideas. They are often separate pieces,
which can be attanged in any number of combi-
nations, _

Ken Weaver composed multipie panels of
bright rep weaves and three sections of Cone
Forms in woven, sewn, and shaped units for 2
commissioned wall piece of strong geomeiric de-
sig (figure 16). Characteristic of rep weaves are
ridges made by alternating heavy and thin yarns.
His units consist of tightly woven warp-faced rep
sttips with warps of 36 to 42 ends per inch,
crossed with wefts of 30 to 40 ends of two-ply
wool wound together for the large pick and one
end of 20/2 linen in between for the thin pick,
The strips are cut into small pieces, which are ma-
chine sewn into “cones”; these ate then sewn to-
gether for the final hanging.
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The Grid

Weavers usc the grid for drafting patterns and
plotting designs. It is a netwotk of uniformly
spaced hotizontal and perpendicular lines and is
used extensively by artists for scaling geometric
shapes and proportions. Classic architects used
the grid to compose perspective and size relation-
ships, and graphic designers ancient and mod-
e, used it to design letters and the layout of the
printed page.

. The grid can be visible or invisible in the
final design. It can be simple or complex and can
have regular spaces of squares, rectangles, hexa-
gons, diamonds, and free divisions, but irs main
characteristic is the regularity with which 2 sur-
face is covered. Although the grid is usually used
simply as a design guide, some artists have made
it an integral part of their designs. One such per-
son is artist-weaver Anne Wilson, who uses the
visible grid extensively in its most basic form, the
square, giving it life and substance through im-
aginative selection of materials and textures

(figure 17). The static background, in contrast

with the fluid and lively surface, gives Wilson's
weavings a thoroughly satisfying unity.

The grid can be used in plain weaves, dou-
ble weaves, and tapestry techniques. The Navajo
blanket shown in figure 19 uses squates and rec-
tangular grid background, and includes geomet-
ric designs in unusually exciting combinations,

Hlustration Credics

Paletse. Photo courtesy of David Cress.
Tufied Rug. Photo courtesy of David Cress.
Spiss Eniry 1969. Courtesy of the Art Institute of Chicago.
1. Drawing by Itene Suyeoka.

2. Drawing by George Suyeoka.

3. Drawing by George Suyeoka.

4.-6. Diagrams by Szdye Tune Wilson,

7. Diagram by George McVicker,

8. Photo courtesy of Sadye Tune Wilson.

9. Photo courtesy of Sadye Tune Wilson.

10. Diagrams by Sadye Tune Wilson.

13. Collection of Dr. and Mrs. Carl Kuttruff; photo couttesy

of Sadye Tune Wilson.

14. Photo by John Herr; courtesy of Metle Hillary Shusner.

15. Diagram by Anna Day,
16. Photo courresy of Ken Weaver.

17. Phote by Dean Jacobson; courtesy of Anne Wilson.
18. Photo by Dean Jacobson; courresy of Anne Wilson.
19. Courtesy of Denver Art Museum, Denver, Colorado.

Figure 19, Navajo blanket.
Geomettic shapes on grid
divisions,

Finlshing
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WRIST TG WRIET GARMENT

22* or larger LOOM WIDTH
IF YO CAN WARP A LOCM YOU CAN WEAR YOUR B
Pattern $7.00 + $.50 postage
Audrey Homme
3322 Deerfield Rd.
Eau Claire, W1 54701

N
A

J-Made-the loom that
grows with you from
beginning through
complex weaving.

Loom catalog $1.50
Accessories catalog $1.00
frefundebia with purchase)

LT J-Made Looms

$, PO Box 452

&, Oregon City, OR
= 97045

== 5008/631-3973

* 4,8 12 & 16 hamnesses

* worm gear brakes

+ freadle lock

* second and third warp
beams, fiy shuttle, and other
options.

SCANDINAVIAN
ART - TOUR

June 11-July 2, 1987

“Visit Renowned
Design Studios and
Handcraft Factories'

* including -

Finnish, Lapland

and Sweden

Calf coltect for additional information

Flagstaff Travel-American Express
Group Travel Department
(602) 774-9104 - (800) 952-9522 (AZ)
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Our Carolina Cottone Atre Going Fome

AT A L By RS
Effective: May 27, 1987, Weowver's Way will relocafe in Columbus. North Caraling
Qur order phone, 1-800-348-3483, will remain the same

Cwr new address will be: . Weaver's Woy

)} P.O. Box 70
-~ Columbus, N.C. 28722

q/Uoncler Cra[t

Send for samples
of our quality yarns

* Rug Wools in many colors
* Machine knitting yarns

({FREDERICK 2. EAWCETT |7

A Complete Selection
of Incomparable Yarns and Fibres

Send for samples |

Linen/Cotton Identification ($1.60)
Linen/Cotton Color ($1.60) - Macramé ($0.60)
LINWOOL™($0.50) - Worsted ($1.50) '
Wool ($1.50) - Flax Fibre ($0.40)
Irish/Scottish Embroidery Linen ($1.10)
Swedish Embroidery Linen ($0.75)
Linen Embroidery Fabrics ($1.00)
Looms ($0.50)

FREDERICK J. FAWCETT, INC.
1304 Scott Street, Dept. W
Petaluma, CA 94952

call toll free 1-800-432-9238
(in California 1-800-232-9238)

Mastercard & Visa accepted
R e Y T O U N YNy

(21245, 2/26s)
* Novelty Yarns
* Nubby Earthtones
* 100% Cotton yarns galore

If it can be spun, we're the one
Send $1.00 for samples and a spot on our mailing list

Wonder Craft

DIVISION OF ROBIN RUG INCORPORATED

1 Constitution Street, Bristol, Rl 02809
{401) 253-2030
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HE PHRASE “LISTENING TO THREADS”

was coined by Dutch textile expert

Elisabeth  Sicwertsz  van  Reesema

(1860-1922) 1o describe her lifelong in-

volvement in textile research. Threads
with their intricate intertwinings continuously
occupied her time, so consequently she had
learned 1o “listen” to these threads unlike anyone
else. Her activities led to the development of 2
course covering “Egyptian plaiting” ot sprang.
The text which she produced in conjunction with
this course is still consulted by Dutch sprang en-
thusiasts,

Sprang is deftned as a technique using only
warp threads fixed into a frame. These threads
are then manipulated to create fabric. Twistings
at the wop of the frame produce simultanecus
twistings at the bottom. This creates a mirror im-
age effect, typical of sprang.

Van Reesema has been credited in Europe
with bringing sprang back from obscurity.
Through her research she fostered renewed in-
terest in sprang. In 1926 she documented her re-
search in sprang and other early textile tech-
niques in “Contribution to the Early History of
Textile Techniques.” Samples she produced in
testing her research are in the collection of the
Rijksmuseum voor Volkenkunde in Leiden, The
Nethetlands. This collection of textiles includes
not only the samples but other products of van
Reesemna’s textile dextetity. The Siewertz van
Reeserna family also retains examples of her
work.

Newspaper accounts from 1906  also
detailed van Reesma's textile involvement, Sheat
one time ran an interior design workshop with
E. Nierstrasz which produced high quality hand-

by Coby Reynders-Baas

crafts, curtains and furnicure which won prizes at
natonal and international exhibitions. The
women had enteted the interior design field in
patt a5 a response to the poor quality of products
being produced for the horne market. Their in-
spiration came from nature: “ . we drew
plants in whole or in detail. We made sections,
observing the fine vein patterns through a mag-
nifying glass. And we always discovered the great
diversity alongside the greatest simplicity. Some-

i
.

T
i o il
g
il ) g | 4

Listening -

to Threads

| Tum-of the-century Dutch textile expent
Elrabeth van Reesema revves the

lomg-forgotten technigue of spramg

Elisabeth Siewertsz van
Reesema, 1860-1922
{zbove}.

Bapuismal gown from
Napoleanic times, property
of Rijksmuscum voor
Volkenkunde, Leiden, The
Netherands.
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Copy of an original plaited
bonnet by van Reesema.

Twisting threads on a
sprang frame,

one asked us later ‘How do you get so many
straight lines as well as all the simple, sometimes
almost sober designs, because one surely does not
find these in nature?” My answer [was that these
were found] exactly in nature and nowhere else,
From a blade of grass to the most exquisite fow-
er, we have found the simplest lines, sections of
flowers and fruit are often geomettically correct.

/)
ik

i

08

Mayor H. A. van den Brock, Honorary Dean at the Guild
of 5t. Jan in Soerendonk (Netherdands) wearing a sprang
sash made in 1741,

And everything must fulfill ies funceion, it must
do so in order to fit in with the design. That was
our basic discovety. All our activities now lead to
the designing of furniture, fabric, table linen,
doormats—items focusing on interiors.”

Van Reesema came to sprang after reading
an Austrian pamphlet by Louise Schinnerer enti-
tled Antike Hondarbeiten (Antique Hand-
crafts). She made test samples which she sent to
Schinneret. As theit correspondence progressed
they discovered that they used quite different
working methods. Van Reesema designed an ap-
patatus on which long pieces of sprang could be
produced, such as sashes worn in the 18th and
19th centuries by high ranking military officers
during traditional guild functions in the south of
the Netherlands.

The two women, van Reesema and Nier-
strasz called theit business “ "tSpinnewiel” {The
Spinning Wheel) and opened 2 shop in the
Dutch city of Arnhem. Here they sold needle-

- work. Van Reesema noted that “our ideal goal is

to prevent female hands from producing
thoughtless, inferior quality designs that origi-
nate with foreign manufacturers. This ideal is
still respected by the “Goed Handwerk"” Founda.
tion, 80 years after its first expression.

In their workshop at The Spinning Wheel
they also made sprang. The female employees
made it with “extraotdinary cheerfulness” even
making sprang frames to use at home. The work-
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Phrygian bonnet, from the
collection of Rijksmuseum
voot Volkenkunde, Leiden.
Phrygian bonnets were
worn i the Meditcrranean
arca in antiquity. During
the French Revoluton, the
bonnet symbolized
freedom.

shop produced pusses, colors, handbags, tea co-
zies, stitch-in lace, caps, decorative strips for
dresses and dailies,

Van Reesema and Nierstrasz were very ac-
tive in the Dutch Arts and Crafes Association
(V.A.N.K.). Van Reeserna gave sprang demon-
strations and wrote articles to familiarize 2nd re-
mind the public about this craft. Eventually

sprang became a compulsory subject for those in
The Netherlands seeking a technical diploma in
Textile Design. This was the only place in Europe
formally teaching sprang in a degree program,

A Phrygian cap on an old tetra cotra plate
kindled van Reesema’s interest in plaiting -
horizontal patterns. She discovered double-
sprang. Her article “Contribution to the Early
History of Textile Techniques” produced a re-

sponse from the Metropolitan Museum of Artin
New York. They sent het a collection of photo-
graphs of plaited bonnets found in the Egyptian
tombs of Akmin and Sakkara. Van Reesema was
especially intrigued by one of the photographs
which showed cloth in a plaited pattern, one half
decorated with stripes puckered at one end, the
other half showing the same plaited patterns but
without stripes and with much looser plaiting.

Van Reesema copied this bonnet herself
(now in the collection of the Rijksmuseum voor’
Volkenkunde, Leiden). She believed that an ac-
curate review of ancient textile work is only possi- |
ble through a thorough understanding of the |
technique used. It was later discovered and noted
in The Bulletin of the Metropolitan Museum of
Art, (Oct. 1939) that the bonnets were worn by
women wurban fashion duting the 3rd and 4th
centuries A.D.

Four years after van Reesema's death her
book entitled “Contribution to the Early History
of Textile Techniques” was published through
the enthusiam of archaeologists and ethnolo-
gists. Many textile scholars such as Nobuko
Kajirani, conservator of textiles at the Metropoli-
tan Museum of Art, have made use of her re-
search. Noémi Speiser, authot of The Manual of
Braiding (1983) and Peter Collingwood, author
of The Technigues of Sprang have also noted
their indebtedness to her enthusiastic and thor-
ough research on the topic of sprang,

Multicolored double-layer
sprang. In the collection of
Rijksmuseum voor
Volkenkunde.

TREENWAY CRAFTS LTD W

Cur SILK yam is avaliable in
36 hand-dyed colours.
Samples & price list $3oo

one and two week workshops
June 8 - August 14, 1987

WEATNIG (Ko Sekimochil, Bﬂ‘bﬂﬂE:H‘ﬂ'dTm

kdarcus, Albedje
_ mﬁmmfmmmm L‘JW-I.-'
EN7d Catalogue containing compiete CLAYMAETALS - JEWELRY/ BLACKEMITHING, ENAMEL
/N line of products $3.00 WOOD TURNING - mu”-!nmwafmm |
L Moi order oniy. PAPERSMASKIMNG PHOTOGRAPHY BOCK r‘ |
gciin) nciesgrooucrs cescH
e A

Treenway Crafts Ltd. 3841 Duke Road, RR 1,
Victona, British Columbia, Canada V8X 3W9

\_ Telephone: (604) 478-3538

Bea BT, Galbrboeg. TH FTTH (815) 34- 5563

THINKING ABOUT WRITING AN ARTICLE!

Send for a Weaver’s Journal Writer's Guide!

Address your request to: Susan Larson-Fleming, Associate Editor,
The Weaver's Journal, P.O. Box 14238, St. Paul, MN 55114
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Sprang
on the Loom

by Karen Seatle

PRANG is a2 mesh fabric produced by
twisting and crossing warp threads, insert-

ing a temporary place holder such as a .|! | |‘
small rod or knitting needle, and then |‘ |||

REED/BEATER

OPEN WARP

.. . . . )| PLAIMN
twisting and crossing the warps again. WEAVE
Detail showing single twists ~ Each row of twists forms a mirror image of itself PRANG
with “ropes” of double on the other side of the shed, so sprang textiles
TS, are usually wotked from both ends to the center.
. f PLAIN WEAVYE
It is not necessary to use a weft until the final row
to lock everything in place. It is a very pleasing RANG
PRAMN:

and rhythmic process, and I enjoy making entire
sprang pieces in the traditional manner, using a
figure-8 warp on a simple frame device. [alsolike 3
to use sprang motifs as decorative elements in a
simple weaving, such as a scarf or stole. Any type
of loom is suitable, and the shedding device of SEATER

H~ PLAIN WEAVE

the loom aids in setting up the twists for the 'S \ 4 EED
sprang pattern. - = Houwe
The scatf pictuted uses single and double
twists to form the motifs in the sprang bands.
Detail showing single and ~ The single twist is the basic sprang mesh struc-
double twists. ture. The maximum length of each sprang band X ] pexur
can be as long as the amount of space berween AN
the fell of the fabric and the shedding device. Al- - __l__. |
ways make twists in the plain weave shed that has T L—l‘ _I_T
the top layer of threads set to the right of the bot- St
tom layet. Single twist, row 1: Begin Row 1 of crossings
with 2 lower threads up, 1 completed.
. . upper thread down, thea
Slngle tWISt 1 lower up, 1 upper down.
Open the proper plain weave shed, Use a pickup v -
stick to hold the cwists as they are made. {\
First row: Pick up the first two threads from Y, \
the lower shed and bring them up to the right of miw
the first thread in the upper shed; push down the 1
fitst upper shed thread. Insert the stick in this
. crossing. (An extra thread is always picked up at
Detail of scarf/sampler the beginning of odd-numbered sprang fows. -
showing single twists with Tlhc rgma)ngmg cro;smgs will bv; Efoll;kcd WI;h sin- }\< )) fd
sits. gle pairs.) Repeat the process with the next lower- 7 HOLDING
upper pair. Repeat l:cross‘ There will be wo SN &'X‘/\/\z e
threads left at the end of the row. Place themun-  Row 2: 1 lower theead up Row 2 of crossings
der the stick. When the entire tow of crossings  and 1 upper thread down. completed.

has been completed, insert two small rods into
the crossed shed —push one down firmly, and
push one up toward the shedding device.
Second row: Open the same shed. Pick up SPRANG to page 75.
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INNWEAVE belongs to the class of two-
layered cloth {double-weave), with each
layer wovenin plain weave. The two layers

contrast in color — D (dark) and L (light).

Each layer has the same picks per inch
{p.p-1.) and ends per inch {e.p.i.) The structure
is set up “in paits,” for example, the threading
alternates two dark ends and two light ends; the
wefting (picking) alternates two dark picks and
two light picks.

Let us assume that the top layer of double
cloth is woven with a dark watp and weft and the
bottom layer is woven with a light warp and weft.
This cloth will be the background on which pat-
rerns will be woven.

Pacterns occur when there is a change in the

Finnweave

by Clotilde Barrett

10 pairs. Each blank column between the lines
stands for one pair of patiern warp ends (light),
in this example, 9 pairs. i tay B 2

Each horizontal line stands for one parr of qu
background picks {datk}, in this example, 5 e e
pairs. Each blank row between the lines stands - S
for one pair of pactern weft picks, in this exam-
ple, 4 pairs.

Figure 1b shows the threading and tie-up
for a 4-hamess loomn. The warp alternates 2D (on
harnesses 3 and 4) and 2 L (on harnesses 1 and 2},
ending with 2 D. The weft alternates 2 D (start
at the bottom of the diagram) and 2 L.

Background Cloth

Swedish non-reversible
Finnwcave in blue and
white, Note the difference

position of warp and weft, for example when the ?gure la.has A0 pattering. { mam) m;ﬂm
light warp and/or weft moves to the top layer ot ° :v fg ?l 3. D collection of Ruth
when the dark warp and/or weft moves to the o lifc H 5 wjaﬂz D Segolson, courtesy of
bottom layer. This type of patterning can be o lify H1 g g" 4 I Muriel Jobmnson.
drafted on graph paper and such a graph serves . l:ft 2 to+ 4 weave I
as 2 gutde when the weaver is at the Joom and + 3+ 4 weave
wishes to produce intricate designs. Starc the D shuttle and the L shuule from op-
posite sides, Intetlock che weft at the selvedges.

Finnweave Graphs
In figure 1a, each vertical line stands for one pasr
of background warp ends {(dark), in this example,
‘3 OO0 4D B 3 DD B D 3 oL T8 DD o) i

2242222422 ; DL DL D L DL DL DL L DL Ooo

|||||f||||! | L L L L L L L L L &o

: Figure 15, \Te-peat

Figure la,
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Fignre 4a,

Moving the Light Warp to the
Face

In hgute 2 each vertical stripe that crosses the
hotizontal line stands for a pair of pattetn ends
(L) which are lifred above a pair of dark wefts,
This lifting is usually done with a pick-up stick,

In figure 2a, all the pattern pairs (L) are
lifted.

To weave:
e lift HI + 2 + 3; weave D
(alf the L's + half of the D's)

o lift HI + 2 + 4; weave D
(@il the L's + other half of the D's)
In figure 2b only the central pattern pair is lifted.
To weave:
e lift H1 + 2 and with a pick-up stick, pick
up the central L pair.
* Put H1 + 2 down and slide the pick-up
stick back, close to the reed.
» lift H3; weave D
o lift H4; wearve D

Moving the Light Weft to the
Face

In figure 3, each verrical line which is crossed by
an horizontal stripe represents a pair of
background ends (DD} which are kept to the bot-
tom layer so that the light weft can weave on the
face and weave patrern. The datk paits of ends
which are not crossed are in the top layer. These
are usually lifted to the top by means of a pick-up
stick.
In figure 32 none of the background paits
(D} are lifted.
To weave:
» lift H1; weave L
e lift H2; weave L
In figure 3b every other D pair is lifted. In
figure 3¢ all the D pairs are lifted except the cen-
ter two pairs.
To weave:
e lift H3 + 4 and with a pick-up stick, pick
up all the D pairs that ate not crossed
* put H3 + 4 down and slide the pick-up
stick back, close to the reed.
o |ift H1; wegee L
e lift H2; weave L

To Weave a Light Pattern on a

Datk Ground

Graph: The vertical and horizontal lines of the
graph paper teptesent pairs of D warp ends and
weft picks. The vertical and horizontal spaces of
graph papet reptesent pairs of L warp ends and
weft picks.

Pattern: Pattern is created:

1. By bringing light warp pairs to the top. The
horizontal line of graph paper is crossed by a
vertical stripe, and

2. By bringing light weft pairs 1o the wp. The
vertical line of graph paper is crossed by an
hotizontal stripe:

Weaving: For each horizontal line of graph paper
weave two D picks: Lift all the light pairs (H1 +
2), pick up the pairs which correspond with the
pattern (the crossed) and sink the others. Weave
two D picks, one by lifting H3, the other by lift-
ing H4.

For cach horizontal space of graph paper
weave two L picks: lift all the dark paits (H3 +
4), pick up the pairs which correspond with the
background (the uncrossed) and sink the others.
Weave two L picks, one by lifting H1, the other
by lifting H2. Note that the design on the back
of the cloth is not the negative of the pattern
front.

Practical Considerations

Use a narrow pick-up stick. A knirting needle
works well. _

There is a tendency for the web to draw in
at the selvedge. Avoid this by Icavmg aweft loop
at the selvedges.

Start shuttles from opposite sides. For ex-
ample, weave D from right to left, at the left
selvedge interlock with L weft and weave from
left 1o right. Weave L weft from left to right, at
the right selvedge interlock with D weft and
weave from right to left.

The method of weaving described here does
not allow beating after each pick because the
pick-up stick is in the way. Figures 42 and b show
the sheds for the two D picks. The weft cannot
be beaten in.

Beating after each pick 7 possible if the
pick-up stick is transferred to the area in back of

3 Figure 4. 4

n®

g
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Figure 5b,

Pick-up stick

the reed. To weave the D weft: lift all the L pairs T o i e
(H1 + H2)and pick up the pattern paifs with a s R R

wide pick-up stick. Lower H1 + 2 and put the
stick on edge. Liftall the D ends(H3 + 4)(fgure
Ja) and insert 2 round stick behind the reed
under the wartp cross. Remove the pick-up stick.

Lift H1 + 2 + 3, weave D. Beat. Lift H1
+ 2 + 4, weave D, Beat. Itis sometimes difficule~ E B T T
to see the shed, so try to find the right shed et
behind the teed (figure 55), insert a sword in the D
shed behind the reed and put it on edge in order ]
to transfer the shed to the front of the reed.

FIEBREEERR AR RA R R TR RAR 10N LY
N e e R e e T R Y
. 5 EERE i TIEERLRL

TITERIARY
i 3-A.. & LB E.n L -

c R e N T N A

Sampler

Warp: 10/2 perle cotton in two colots D and L,
242 dark ends, 240 light ends. S aF
Threading: (sec figure 15) ittt
Sett: 36 e.p.i. in an 18 dent reed. Sley 2 D and " . .
a L in the same dent,

I N TS I e IS R T e

Tie-up: (se¢ figure 15) B

Weave sequence: TIITIL SRR SRR
DD D o] . R | 19§ 18 Ay
50b0DDDOD  S0kd D ground: (sec figure 63) LLLRELEEEE R AL ELL L
LLitbLeotLt ¢ lift H3; weave D
LLLLLLLL e lift H4; weave D .

o lift H1 + 3 + 4; weave L
o lift H2 + 3 + 4; weave L
Solid L pattern: (see figure Gb)
e lift H1 + 2 + 3; weave D
elift HI + 2 + 4; weave D
A ¢ lift H1: weave I
o lift H2: weave L
L pattern on D ground: (see figure 7)
* lift H1 + 2; pick up pattern
¢ drop H1 + 2 : EX
o lift H3; weave D T Y
o life H4; weave D : .
e lift H3 + 4; pick up ground
*dropH3 + 4
e lift H1; weave L ARRRALER B et
e lift H2; e L 111 1 13
e e iR ”“1'*‘
Figure 6b. Four-Harness Loom-Controlled \ {". | N1
Patterning AR
If the pattern of figure 7 goes from selvedge to Photo 1.

selvedge, it does not have to done by pick-up
(ehoto 1}.

Figure a.
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- Figure 7a.
alaeniath:iginiys.
LIS BLEL)

* |

: Figure 75,
plnririeleig
 HE ED R ALK LR
nnnnnnn

*

Figure 7.

*

Figure 7d.

B

Figure Je.

*

Bigure 7f.

Figure 7a (L line across the web):

» lifct H3; weave D

¢ life H4; weave D

s lift H1; weave L

e lift H2: weave L

* repeat for each line of pattern
Refer ro the previous description of background
cloth for the areas where there are no lines.
Figure 7b (L bats across the web):

e lift H1 + 2 + 3; weave D

o lift H1 + 2 + 4; weave D

o lift HI + 3 + 4; weave L

o lift H2 + 3 + 4; weave L

* repeat for longer bars.
Figure 7¢:

s lift H3; weave D

¢ lift H4; weave D

o Nift Hi; weave L

o lift H2; weave L

s lifc H1 + 2 + 3: weave D

o lift H1 + 2 + 4; weave D

o lift Hl + 3 + 4; weave L

e lift H2 + 3 + 4; weave I

* repeat for each pattern
Figure 7d.:

¢ lift H3; weave D

e lift H4; weave D

e lift H1; weave L

¢ lift H2; weave L

o *ift H1 + 2 + 3; weave D

o lift H1 + 2 + 4; weave D
o [ift HL + 3 + 4; weave L
e lift H2 + 3 + 4; weave L
® repeat from *

Figure 7e:

o lift Hl + 2 + 3; weqve D
¢ lift Hl + 2 + 4; weave D

o lift Hi: weave L

¢ lift H2; weave L

elift HIL + 2 + 3; weave D
o lift H1 + 2 + 4; weave D
e lift H1 + 3 + 4; weave I

s lift H2 + 3 + 4; weave L

Figure 8, photo 2 is a more complex pactern
inspited by a Peruvian double cloth from
Double-Woven Treasures from Old Peru by
Adele Cahlander with Suzanne Baizerman.'

Comparison of Non-Reversible
Finnweave with other Double
Weave Patterning Techniques

Figure 9 and photo 3 show a border design, as
stmilar as possible to the bottom border design of
figure 8, but graphed for the more common dou-
ble weave which is reversible (the back design is
the exact negative image of the front). The
technique is as follows:
¢ lift H1 + 2, pick up a pair of L warp ends
for each black square of the fitst row of the
design (pattetn)

. Figure 8.
J LI
=-YUil ..
| | | |
= SR
TH-fF
e deop H1 + 2

¢ lifc H3; weave D

s lift H4; weave D :

¢ lift H3 + 4; pick up a pair of D warp ends
for each blank square of the same row of the
design (background)

¢ drop H3 + 4

e lift H1: weave I

» lift H2; weave L

In the example shown, the method of “split

pairs” was used to preserve the symmetry of the

design. The D weft is woven as described above. |

To weave the L weft, pick up the background as

follows for the design of figure 10a:

e Lift H3 + 4. Do not pick up the D pairs
behind the pattern area (pair ¢, d) nor the

28 O THE WEAVER'S JOURNAL




L L R EE e kb o ]
1ﬁn—r:'-'ll|1lrr-r:n'-w:-r'r-:
A lillil -
L. P -r . . &

i (T
LT r.'l"l'l‘.l.h'rﬂhb..
Lab

single D end on either side of the group of L
paits which were picked up fot the two previous
D shots (b, ¢). Thus the (2, b) and (e, f) pairs
of D ends (background) have been split.

The small squates on top of the sampler
(photo 3) show the difference in appearance of
the split pair technique (symmettic bottom
squares) and the straight-forward technique
(asymmetric top squares).

Note that most revessible double weave
pick-up is done on 2 warp that alternates one D
end and one L end. The weft alternates either 2
D,2Lor1D, 1L

8-Harness Loom-Controlled
Finnweave Patterning

The loom is set up for two layets of plain weave
cloth with two colots D and L. The L cloth, usual-
ly at the bottom is threaded on harnesses 1, 2, 5,
6. The D cloth, usually on top, is threaded on
harnesses 3, 4, 7, 8.

The patterning is L on a D ground. The
- warp is threaded in pairs, D, D, L, L, D, D, L
L, ew., end with D, D. The weft is woven in pairs
D, D, L L, et. The threading and te-up is
shown in ﬁgure 11.

Sampler
Warp: 10/2 petle cotton in two colors D and L,
cut 242 D ends, 240 L ends.

Sett: 36 e.p.i, inan 18 dent reed. Sley one D and
one L in the same dent.

Threading and Tic-up: (se¢ figure 11)
12345478910

s? B? 8—8 o)

Q) i
51 . ) s
43 ""8 800
2_! 80

R——
Circled numbers = dark

f S ——

-
repeat

Figure 11.

Weave Sequence:
Solid D ground: D on top (figure 12)

* lift TR 9; weave D

¢ lift TR 10; weave D

s lift TR 6 + 7; weave L

¢ lift TR 6 + 8; weave L
Sokid L pattern: L on top (figure 13)

¢ lift TR 5 + 9; weave D

¢ lift TR 5 + 10; weave D

¢ lift TR 7; weave L

* lift TR 8; weave L
L Pattern on D ground: The graphs of figures 14
through 41 should be interpreted as any other
Finnweave graph. * marks the first two picks
which are D. Horizontal /ine of graph paper—
pair of D weft,
If not crossed by vertical stripe:

s TR 9; weave D

¢ TR 10; weave D

If crossed by L patrs on harnesses 1 and 2 (figare
19):
sTR1 + 9 weave D
* TR 1 + 10; weave D
If crossed by L pairs on harnesses 5 and 6 (figure
18):
* TR 3 + 9; weave D
¢ TR 3 + 10; weave D
If crossed by L pairs on barnesses 1, 2, 5 and 5:
* TR S + 9; weave D
» TR 5 + 10; weave D

Horizontal space on graph paper— pairs of L
weft,
Ifnone of the vertical graph paper lines are cross-
ed by a horizontal strpe:

*TRG + 7; weave L

¢ TR 6 + 8; weave L
If graph paper lines on harnesses 3 and 4 are
crossed by borizontal stripes:

*TR4 + 7; weave L

* TR 4 + 8; weave L

Figure 9.
Figure 10a.
Background Pattern area
dark in this light in this
sxample example
sphic sphic

Ralr  pair  pair
o S

|

*
% = The first two picks
which are O
Figure 12,
Figure 13.
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Figure 14, ¢ ¥ F T T=ET If graph paper lines on barnesses 7 and 8 are
Figure 15, o0 =0 = = [=F crossed by horizontal stripes:
*TR 2 + 7; weave L
. NCAL 2 _-'-__-'_“_ '_" TR 2 + 8, weave L
gure 16. CACA A If graph paper lines on harnesses 3, 4, 7, and 8
_ * are crossed by horizontal stripes:
Frgure 17, SESEEE==S ® TR 7; weave L
Figure 18, * Jt e MR A B _ * TR 8; weave L
Fgure 19, »—HhhH—- _ Example: Figure 41
T TR 1 9 weave D
) : "‘i'=|=;l%l} TR1 10 weave D
Figure 20. . 51{.‘{,i}w TR 2 7 weave L
UL LINRLY TR 2 8 weave L
K 31 * ||l||n’|= TR 5 9 weave D
LELILILLILIL - TR 5 10 weave D
Figure 22, HELEE TR 7 weave L
el a0 1N IR 8 weave L
SR T T L L L L R 5 9 weaweD
Fgure 23, —HED [ELI;'JEZ LLILELLLLITLTY TR 5 10 weave D
PO - i it i Y AAAA TR 3 9  weave D
gure <4 g W lF T TARAANAANARNY TR 3 10 weave D
RRERRanE All of these designs are suitable for placemats,
PO T i v iv i il O 0 G D 00800000 drapety fabrics, bed covers and yardage for
4 == garments. The effects ate more exciting when the
, eddaidade TITTTTT T D and the L yarns are chosen to make stripes or
E . LHLEEE if LY A . , .
gure 26 ot JUeuY r.l“hﬂu'-,lu : color gradations or if the technique is used to-
e S S gether with space dyeing and/or pick-up.
. ; LLLT nan
mpre 27, ILREIHOL (TR Nox
i i - j' f _'l‘-f { J‘ ‘T *J" J 1. Doxble Woven Treasures from Old Peru, by Adele
Fewre 28, =+ T"' {'" ; JI j f F IJ Cahlander with Suzanne Baizerman. Dos Tejedotas, 3036 N.
g | INNENEREFN ] Snelling, St. Paul, MN $5113). Other recommended books
- on the subject are: Finnvdy by Ingtid Arlenborg and Ulla
_ Feltzing (LTs Forlag, AB, $-105 33 Stockholm, Sweden),
i} rj}Lr Viva Finmpdvy by Annelic Machschefes (LTs Forlag), Dre
Figure 29, = i Kunst des Doppelwebent by Annelie Machschefes (Verlag M
' = JI'l" . & H Scaper, Postfach 8106 69 D 3000 Hannover 81, West
= Germany).
(M
=Rk Th
|y iy
{E S
. e ot Wat I aw
Fgure 30. 1. Figure 36. ELH I
' : sigpt
wu Himay | e by
1L
LISL) pilelnis
e P
- .
Sl N R Figure 37 4HETR
Ll FIIIISLSEI I DG LHLELB i
. H H
Figure 31, ETHE(INMANEEE, L Lt bbb bas Ll pi il
SR T, I IIID AP i :
T e AT EhLL L ANEBRLLEARL Bigure 38 r'-“r-I i#h
- . = g &1 1 [ ==
i m:mmm 1 URLISLUBLNE
R i i il < D 0000000000 -
R . i r- _-rh r- .r- E = i
BrBnETanNe Figure 39. 85 g nwe b
F'- 33’ H 1 ¥ R ... ¢
e I EUBLUSL ST
. IEAleim Rowre 40 Rty
gure 34. LJL.JI-!-ii..i' trth
I S R W " T
Figare 35. 323 EEERREREFEEEEY Figure 41, ~SFREOLERE
L i
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Marketing
Handwoven Fabric
~for Apparel an

by Leonore Alaniz

HE DIVERSE modus operand: of Ameri-
can handweavers reflects the vitality of
their craft. Some show continually evolv-
ing collections of yardage or apparel,
others specialize in items with stan-
dardized qualities such as rugs, scarves, uphol-
stery or drapery fabrics. In my second aricle, in-
tended 1o inspite artisans and retailers alike, [ will
describe the marketplaces, conditions of employ-
ment and business practices prevalent among
weavers producing and/or selling ucilitarian tex-
tiles. A survey which I conducted in 1984 among
established U.S. handweaving businesses rounds
out the information. While it was not possible to
establish conclusively how many handweavers
support themselves with their craft, it is known
that in the U.S. they often discover and develop
their craft into a business after working for years
in unrelated fields.
American handweavers may work in the fol-
lowing business situations
® As a proprictor/ weaver/designer who (a) has
an exclusive collection of textiles tailored for a
specific market and distribution network, or (b)
specializes in one-of-a-kind commission work for
apparel, interiors or art objects;
* as a proprietor/ production weaver, weaving
designs established by a client or a delegating
weaving business;
® as an employee in an above mentioned firm;
® as an independent contract weaver for hourly
hite:
* as an independent cottage weavet, weaving
yardage for a larger weaving business in her/his
own home/studio; or

® a5 a designer/consultant to the industry.

Leonore Alaniz may now be reached at P.Q. Box
410954, San Francisco, CA 94141-0954.

s = -
The Workplace and

Compensation

Handloomed fabrics for interior use are generally
woven by the weaver/proptietor in-house,
meaning in a weaving studio or semi-industrial
environment, of by employed weavers. Yardage
for apparel and accessoties is frequently woven
in-house, by cottage weavers working out of their
homes, or by independent contract weavers
when the need arises, Cottage weavers often
learn the basics for their craft from the delegating
weaving business. Although they are taught the
act of weaving for the assigned fabric, they often
do not participate in the entire process of weav-
ing. Warps, forexample, are often beamed at the

d Intetiors

Leonore Alaniz at work in
het San Francisco studio.

PHOTO BY WALTER BERNHARDT
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Yardage.

Success requtres the
wearing of many
hats, mside and

outside the siudio.

“home” company. (The word “employer” is not
used because it necessitates other remuneration
and tax regulation than those described here.)
Independent contract and cottage weavers enjoy
a special status in the tiny infrastructure of textile
crafts: they are numerous and sought after for
their flexibility in work schedule and locale, their
ability to “crank out” yardage fast, and their wiil-
ingness to be paid by the piece or yard. The rela-
tionship between provider of work and weaver is
completely self-tegulating and largely non-
committal. Hourly compensation for ptecework
vaties within U.S., whereby California and New
York lead with up to $8 to $16 per hour.
Handweavers with national sales distribu-
tion live and wotk throughout the U.S. Some
years ago the collections of New Mexico weavers
were  prominently featured by department
stores, As with all businesses, commercial success
and continued consumer awareness of handcraft-
ed textiles is obtained with a focused marketing
and advertising strategy. These may be pursued
collectively, as New Mexico's weavers demon-
strated, or through individual, finely artuned
public relations work. In either case, success re-
quires the wearing of many hats, inside and out-
side the studio. It is often the understanding of
popular consumerism and its craving for the new,

for beauty and for heroes that makes or breaks a
business. Success attracts success.

Marketplaces and
Trade Partners

For handweavers who seek to sell their textiles
directly to the consumer, there are craft fairs
throughout the United States organized for all
kinds of occasions. Publications such as The
Crafis Report give information on where 1o sell,
It requires some research on the part of the weav-
er 1o ascerrain which markets and fairs promise to
be most approptiate and financially rewarding.
Although craft fairs are still popular places to buy
crafts, chey ate, with the exception of the ACC
fairs, hardly the place to sell more expensive and
sophisticated textiles. At the four ACC fairs held
annually, the first of four selling days is open to
wholesale businesses only, and it is then that
most business can be generated. Here retail buy-
ers and gallery owners alike find new craft talent
and merchandise.

The World of Fashion
a.k.a. “The Rag Business”

Weaving businesses selling yardage but more of-
ten garments constructed with their handloomed
fabrics are the most numnerous. While they have
the closest contact with the consumer, they are
financially more vulnerable than weaving busi-
nesses catering to the incerior design trade. The
reason for this is that a garment-oriented busi-
ness finances the production of the fabrics and
sample garments. The weaver/designer of
decorative yardage finances samples from which
orders are taken. Weavers selling garments to re-
tail stores or galleries frequently wait 30 or more
days for payment after shipment. Department
stores have theit own complex terms of sales (in-
cluding discounts), and the reputation of paying
within G0 to 90 days after delivety. It is standard
procedure in-the clothing business to add 8% to
one’s wholesale price for accounts “uncollec-
table.”

Producing and selling handwoven fashion
presents a far greater business challenge than sell-
ing or weaving to order furnishing fabrics. A
weaver selling fashion is judged by her/his ability
to deliver stylish clothing that fits well, not by the
ability to weave beautiful and well-crafted fabric.
The creation of new seasonal looks and the
presentacion of a cohesive collection are impera-
tive. The weavet selling apparel does well to es-
tablish 2 “bread and butter” item which may
help cushion the lack of response to a newly de-
veloped collection, Today, this weaver must have
the ability to integrate a variety of textile tech-
niques, to coordinate colots, textutes and drape
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and to master the skills of fine tailoring or betier
yet, be skilled in work delegation,

Onice ready to tackle the fickle world of fash-
ion, it is largely the presentation which deter-
mines whether or not an otder will be written
with a store. (And “this is the time when you hear
it from the horse’s mouth,” that “Honey, you
really gre in the rag business.”} But don't be dis-
couraged. The quality of slides, phone or mail in-
troduction, follow-up, and a self-confident con-
ductall contribute to the weaver's company iden-
uty and her/his ability to reach ultimarcely, the
future owner of her/his creations.

Retail buyers, usually those who are the
least sensitive to crafts, will not place an order
with the weaver, but instead prefet to get a show-
ing in the presence of a representative. The rea-
son for this is that the buyer may feel put on the
spot when meeting face to face with the proud
and hopeful creator of the textiles. There is nei-
ther much room for easy talk, not for explana-
tions if the merchandise is “rejected.” Rerail buy-
cts who believe in the value of crafts as well as
thetr saleability are attracted to that personal as-
pect and on occasion invite artisans to make per-
sonal appearances duting so-called “trunk
shows.” The craftsperson receives media and/or
mail coverage, and the derails of p.r. and sales
tetms ate agreed upon in advance.

To find 2 representative who in turn knows
how to “merchandise” one’s work is difficult,
Some teps wotk out of their homes and travel
regionally, others work as teams, offering nation-
wide representation and a following amongst
retailetrs. Few representatives maintain  a
showroom in the marketplaces of major ciries
(such as New Yotk, Dallas, L. A., Chicago), to
which buyers lock by the thousands during fre-
quent “market weeks.” Representatives earn
15% to 20% commission on the otders written,
and they are to be paid promptly upon teceipt of
payments for merchandise. Reps have a close net-
work amongst each other, they are familiar with
the reputation of stores, they negotiate terms of
sales, sometimes a dispute. It is 2 good policy to
ask for c.0.d. for any first orders; 30 days net cred-
it may be given theteafter. Furthermore, credit
references may be requested.

Galleries

In the U.S. there ate several well managed and
committed galleties which promote “fabric art”
in utilitarian form. Their ownets work closely
with artisans, usually under a consignment
agreement. The decision, whether to consign or
to wholesale one’s work is not always a rational
one, A setof guidelines which will help the weav-
er to artive at her/his business policies follows.
A reputable gallery will feature the work of
select artisans in group shows or in one-person
shows complimenting a concutrent group show.

These evenus are for a limited timespan and fre-
quently adveniised in the media. Invitations
describing the work and intent of the gallety and
participating artisans will be mailed. News covet-
age issolicited and copies thereof ate distributed.
In short, gallery and artisan identify with each
other, and a solid p.r. campaign involving the
triage of gallery/artisan/collector is conducted.

Work of gallery quality is superior in crafts-
manship and use of material. It is one-of-a-kind
of produced in limited editions; it refiects the ar-
tistic signacure of the artisan. Its aesthetic quality
is timeless. Work which remains unsold after a
gallery showing is returned to the creator. Al-
though it has been exposed to a wide andience it
does not lose value.

On Consignment

To consign textiles for the sake of exposure {on
the rack or shelf) is a financial dissetvice to one's
business because being in business means that
you have something to offer. The work is tied up
without distinct cause and there is vittually no
control over dates of sales and inventories. The
sales personinel may or may not promote the work
{often for personal reasons), and without the visi-
bie and tangible investment such as a gallery dis-
play, a store “taking” the merchandise has little
incentive to feature consigned work. This is true
regatdless of whether the consignment arrange-
ment is a 20/80 split or the mote unreasonable
split of 50/50. “Trial” consignments with a
promise of future purchases are highly question-
able and ultimately they threaten the artisan’s
confidence in her/his work. Furthermore, con-
signing and wholesaling onc’s textiles simultane-
ously sabotages those store buyets who trust theit
judgements and abilities and who place orders.
Consignment in reail stores can work if the
craftsperson and store owner meet and are urged
w communicate personally with each other, even
ovet long distances.

From personal experience I know that a2
weavet in seatch of suitable marketplaces (there
are usually more than one), may find that one
and the same handwoven piece may be perceived
as an att object, as too commercial to be hand-
woven, as a cute novelty, or as an “artsy-craftsy”
item, all depending upon the sctting and the
people to whom it is presented.

The Interior Trade

Weavers/ designers of fabrics for interiors cater to
a vastly diffetent clientele than their colleagues
selling garments constructed of their fabrics.
Chiefly, they wotk either closely and directly with
the consumer of interiot designet commissioning
the fabric, or they receive orders through tade
showrooms in which the weaver placed samples

It 15 the fabric’s
appedl, good
Dpresentation,
consistent quality,
Jollow-up and
rapport with an
enthusiastic sales
staff which assures
the success of a fab-
1i¢ collection.
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Banquerte for Gensler &
Associates.

“In Homage to George
Seurat.” Wool fabric
samples for clothing.

of her/his fabric collection. Fabric samples te-
quire a substantial investment on the part of the
weaver. They must be: large enough to make a
visual impact (they are frequently displayed on
doorsized “wings”); coordinated to have the ap-
peal of a collection; and numerous enough to be
loaned by intetior designers for approval by
prospective clients. In the interior trade, the use
of contracts are common practice. Orders are ac-
companied by a 50% downpayment. Trade
showrooms, clustered in the interior design
centers of large U.S. cities, are not open to the
public. They are accessible in the presence of an
interior designer who has agreed to accompany
the interested party of who is engaged as consui-
tant in the furbishing of a client’s residence or
commercial space.

While it is not difficult for the handweaver
to make contact with and display fabric samples
in the palatial showtrooms of intetior design
centers (a business card is necessary to identify
oneself), it is the fabric’s appeal, good presenta-

tion, consistent quality, follow-up and rapport
with an enthusiastic sales staff which assures the
success of a fabric collection. In exchange fot their
work and the display area given, showrooms re-
ceive an average of 20% to 25% commission on
the net amount of sales, Weaving interior fabrics
means rendering a service, Because the fabric is
usually woven or cut to order, a2 50% down pay-
ment is collected on receipt of an order. When
selling to the interior trade, the weaver is on occa-
sion asked to produce a strike-off (2 one-of-a-
kind sample meeting weave and color specs),
which requires customer approval before produc-
tion begins. It is to the weaver’s advantage to
work with a sales contract specifying minimum
orders, terms of payment and delivery and a
clause providing for deviations in dye lots or
weaving irregularities. Interior fabtics are re-
quired to meet certain quality standards, particu-
larly upholstety for commercial (contract) usage.
The weaver does well to inform hetself/ himself
of ways to meet such requirements (flameproof-
ing, for example), In summary, in the furnishing
matket, the weaver is appreciated for her/his
ability to construct and design a quality textile,
Here the fabric speaks for itself, fetching higher
yardage prices than apparel and accessory fabrics
are able to command.

I can assume that the readership of this
magazine is familiac with the wotk and organiza-
tion of the U.S. textile guilds and their regional
conferences, What is lesser known, however, is
the reason why the majority of business-oriented
handweavers choose not to belong to a guild, but
instead to 2 business-promoting organization
such as a fashion design network or an intetior
design association. More women now parsue
careers, which contributes to a decline in guild
membership. 1 would like to encourage U.S.
guilds to realize their potential, and bring to-
gether all issues related to the vitality of textile
crafts including business, economics and
management, Such business-oriented efforts will
certainly establish weavers as trade partners and
further strengthen their profession.
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Shuttles ...

Boat shuttles and hardwood bobbins
are just some of the accessories we’ve
designed to make your weaving more
enjoyable.

Quality, function and value. Practical
handweaving yarns, looms and
equipment from the company that
makes all three,

Ask for our products at fine
handweaving stores. For complete
information and a yarn sample, send
$4.00.

Harrisville Designs Harrisville, N.H. 03450  603-827-3333

WHEN YOU THINK OF CONED YARN

We Have It (All!

PLYMOUTH

YARN COMPANY, INC.

g - : e -
1BreTh i ] gﬂl’lﬂ}'ﬂrﬂ
'-..'&.ﬁi?giu ERICK |, EAWCETT, INC.
S N Strewt, Dept. W » Petaluwma, CA 9952
| 8ol free 1-800-E125218 & (in California 1-800-X02-9218)
Martermard & Visw arcepdnd

WHOLESALE OMLY
COLORCARD ALBLUM $20.00

500 LAFAYETTE ST. O BRISTOL, PA 18007
(215) Tai-any
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Velvet
[kat

by Lotus Stack

1. Throughout this article the
seem “ikat” 15 used in the extend-
ed meaning indicating a pat-
terned thread which creates the
design element of the finished
texule, rather than the weave
structure. The patteming af the
thread ean be achieved by several
techniques: resise dyeing, dip
dyeing. wam prnting or wap
painung. Natural or chernical
dyes can be used with any of
these technigues.
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Floor Mas, Persia, XIX Century. Tcac velvet, silk warp, weft and pile. MIA 20.54. 3/1
twill, warp proportion 2 to 1; primaty warp—72 e.p.i., pile warp—36 ¢.p.i., paired
wefts —48 p.p.i. (16 rows of pile per inch).

SAW MY FIRST VELVET IKAT while visiting

the Whitworth Museum in Manchester, En-

gland in 1977." It had a typical Central

Asian pattern, but the textute of the pile

and intensity of color demanded my atten-
tion and compelled further study. Later char
same year | saw the warp-painted velvets of
Gaspard Grégoire (1751-1842), the innovative
French weaver who refined this technique to a
high art.

As is true of standard ikat textiles, the dyed
design is visible on the reverse of the fabric as well
as the face. This characteristic differentiates the
ikat or warp printed/painted velvets from the
surface painted or printed velvets.

During the last ten yeats I have looked in
museumns, art galleries, antique shops and any
other likely place forikat velvets. I have found ex-
amples that were woven in Flanders, Persia, and
Japan as well as France and Central Asiz. As ikat

dyeing and velvet weaving were known in many
other areas as well, it is most likely that that the
technique was more widely practiced than indi-
cated by the number of examples | have seen to
date.

During the last decade the tkat technique
has become popular and has been employed by
both craftspersons and industry in many innova-
tive ways. However | have seen few ikat velvets.
The technique is telatively simple and the scope
fot cteative exptession in tetrns of texture and vis-
ual dynamic is extensive. | have studied histotical
and rechnical references and have experimented
with some of the mechanics involved in this tech-
nique. I am communicating the results of this re-
search and experimentation so that some of to-
day’s hand weavers may become interested in
furthet developing the real potential of the velvet
ikat process.



Dyeing

Creating the partern on the threads of the pile
warp which will determine the design of the vel-
vet is basically the same as standatd ikat dyeing.
However, the initial design must take into con-
sideration the vertical elongarion necessary in the
unwoven thread and its relationship to the final
product. Depending on the height and density
of the pile, the dyed area of the thread may be
five to fifteen times longer than the pattetn on
the finished velvet. For instance, if the final de-
sign requited a one-inch square, it would necessi-
tate the dyeing of a series of threads which, when
on the warp beam, would create a rectangle
measusing one inch wide and five to fifteen
inches long.

Weaving

The actual woven structute of velvet has been
used to produce textiles designed for use as rugs,
wall and window coverings, upholstery and
clothing fabric. For the most part these variations
are created by the choice of marerials, the struc-
ture and dimension of the yarn, the set of the
warp and the height and density of the pile.
While experimenting with these variables it is
helpful to keep in mind a few basic principles.
1. All velvers requite at least two indepen-
dent warps which must be tensioned scparately,
preferably on two warp beams. One warp is is
used to create the base fabtic which supports the
pile created by the second warp. It is this second
or pile warp which is dyed to produce the ikat
pattern, As can be noted in the accompanying
descriptions of the illustrated ikat velvets, for ev-

ety pile warp there ate usually two of more prima-
ty warp threads

2. Professional Eurapean velvet weavers in-
dicate that it is wise to protect the more fragile
pile warp from reed abrasion. This is done by
threading the reed with 2 minimum of three

threads.
For all intents and purposes velvet is a warp-
Upbolstery Fabric, faced fabric. When creating textiles of this type
Flanden, XVl oe XVI ¢ ofien facilitates the weaving process to use
Century. Tkat velvet, linen
and wool. MIA 85.6.1,  ote shafts than are necessary to produce the

Gift of Sheldon and Ellen ~ Weave structure to spread the warp ends and

Struges. Plain weave, warp  facilitate lifting. In terms of the structure, shafts

proportion 2 to 1; primaty  ¢hree and four never act independently, yet in

“:;;]in;no;lmz;ﬁ;;i# the actual weaving it is less stressful to the threads

wefi_linen, 22 p.p.i. (10 and to the weaver if only half of the pile warp is
rows of pile per inch). raised at one time.

Lefi, Hours of the Night (after Raphael), Gaspard Grégoire, 1751-1842, France, Watp
painted velvet, sitk, MIA 82.14. Anonymous Gift.

| dent Fabric is woven face (pile] up facing the weaver.

] 4'5 - sy B TURT T TTTTE: VD"

;t:_;

. primary warps (1 & 1 shafts)

E pile warp (3 & 4 shaits)

g pile warp raisad rod insertad in place of weft

E Integrate bath warps in 2 flae weave 1o establish tansion and provide 1 protectrve adge for the vabvet.

Inditates pile warp is raised and a rod is mserced in place of weft. As can be seen there are three
weft shots berwesn exch rod insertion. The pile formwd it frequently called a “w' velvet. (See proflle
ol weave structyre).

Here the primary warp is lunctioning as a brace or clamp to secure pile warg in an upnght possition.
N can bt sean there are 3 weft shos becween ach rod insertion, The pike formed is leeguently called
1 "w' velvet. (See profile of weave structure.)

FHOTCS BY PETRONELLA YTSMA
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assistance of friends, I have adapted readily avail-
able materials. Metal rods of various dimensions
(%" w %" diametet) wete scored to create a
guide for a cutting tool (tazor, exacto blade, ¢tc).
The end of each rod was bent at an angle to indi-
cate the cutting guide line which is hidden when
coveted by pile warp during the weaving process.
As an alternative o the scored rod/wire, I have
also used " strips of very thin sheet merat,
These are inserted in pairs during the weaving
Weave structure. 3. A narrow flat selvedge should be woven  process, and the space between the two is used as
on cach side of the velvet fabric to protect the 2 cutting guide. Care must be taken here not to
edge of the pile. Take care that the selvedge  cut too deep and thereby damage the primary

structure accommodates and propetly secures all  warp.
weft shots of the velvet fabric. Depending on the gripping power of the
4. The tension on the pile warp should be  material used for the pile warp and the height of
considerably less than the tension on the ptimary  the pile being woven, only three to five velvet
warp. If the tension is too loose, an uneven or  wires are necessary. As the initial weaving of the
pebble-like surface will appear on the reverse of  pile begins, three to five wires are used as the
the fabric. If the tension is too tight, it will create  structute demands. When 2n additional wire is
spaces between the pile rows of the fabric creat-  required, the first wire is cut free and rotated into
ing a thin and uneven velvet sutface. Afterweav-  the woven structure, If loops ate desired rather
ing a few inches the weaver will become sensitive  than the cut pile, the wire is simply withdrawn
o the tension needs of each warp. from the fabric at the selvedge edge. If desired,
‘ 5. The pile itself is created by the insertion  only partial areas of the pile warp can be cur thus
A velvet ikat sample shown  of either one grooved or two flat wire tods. It varying the surface of the velvet. I have seen this
on the b;m Cotton cupet o 11d be ideal to have the wire which is speci-  option utilized very successfully in Japanese ikat

warp, 2-ply rug wool. f . o :
Weaving instructions at cally made for this purpose, but Lhave beenun-  velvets whete the veins in green foliage have been
right. able to locate a supply source, Therefore with the  delineated with the use of uncut pile.
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MAGASINET
Scandinavian Weaving Magazine

Anather wool velvet ikat
sample by Lowus Seack.

Wool Velvet Sample

Primary Warp: 5-ply cotton string.

Pile Warp: 2-ply rug wool yarn (factory remnants) resist dyed
with chemical dyes.

Warp proportion: 2 to 1.

Structure: Plain weave with supplimentary ikat warp,

Seer: 30 e.p.i. (20 primary and 10 pile) in a 10 dent reed.
Weft: 5 S-ply cotton string 15 picks per inch plus 5 pile form-
ing rods/wires (with %" flat wire pile gage take-up of pile
warp is approximately $ inches to 5 inch of primary warp.
Fabric is woven pile side up.

For notes on weaving, see p. 37 and 38.

References

Algoud, Hensi. Gaspard Grégoire et ses Velours d'Art. Paris: Sociéié Fran-
caise d'Impremerie e de Librairie, 1908,

Wason, William, Advanced Textile Design. London: Longmans, Green
and Co., 1913. {Sec chapter 18, “Warp Pile Fabrics.”)

Exhibition: “Pattern Threads: Ikat Traditions and Inspiracions”, Minneapolis
Institute of Arts, June 28 1o Seprember 6, 1987.

VivMagasiner comes our in four colorful and inspiring
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ber). Each imue containe weaving projects desipned

especially for Scandinavian Weaving Magazine, We

offer exciting reading about textile s and weaving,

feature courses and t:xhﬁ'-iri-.ms.. and visit mdividual rex-
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1304 Scom Streer
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“Backwaters” (1983),
59" x 39" % 9",
Clifford in her

Stillwater Studio.

Morgan Clifford
New Directions

by Sandra Gue

HAT WOULD MAKE a 34-year-old

full-time attist exchange a well-lit,

three-stoty studio and a backlog of

unfilled commisstons for a 8 x 10-

foot room, no privacy, and a
$15.000 debt?

Morgan Clifford’s warp ikat dyed hangings
and kimono forms are displayed in places rang-
ing from private homes and St. Mark’s Cathedral
te financial and medical centers in che Twin Cit-
ies. The process of creating the subtle color
changes in ikat was vety seductive to her.

“The itregularities give a paintetly quality
—one like watercolor —which is normally diffi-
cult to get in weaving,” she said recently, point-
ing to the inherent grid in the weaving process.
The blurred edges of colors is achieved through
a pantly planned, partly spontaneous process.

Ikat also had an appeal for her through the
physical nature of the dye process. “Weaving it-
self can be so fussy. So many small muscles ate in-
volved,” she said. “With dyeing, literally my
whole body was involved. I would haul buckets

in Brocades

of wet watp up the staiss, sttetch the warp, un-
wrap the tapes. I loved the length of colored
string stretched across the room.”

Clifford’s warps were tied across her 30 x 40-
foot studio on the second floor of a restored
century-old building in Scillwacer, Minnesota on
the scenic St. Croix River, 30 miles from the Twin
Cities. Shared only with rustic English antique
furniture stored a floor below, the cleaned brick
walls and the new Prairie-style windows opened
in four ditections to give light to her wotk. Staits
leading to the rafters above gave a bird's eye view
of the progress of her work.

Still, after five years she started getting
bored with ikar,

“I began to be interested in more detdiled
drawing and print-like qualitics,” she said. “It
was hard to maintain a sense of spontaneity in the
weaving process. I missed putting down marks,
I missed drawing.

“Up to that time I had been interested in
making works that wete contemplative and calm.
Ikat is so soft. I got tired of not being able o
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JERRY MATHLASON

throw in some surprises.” With the ikat process,
Clifford finished her design before the loom was
ever threaded. All that remained was to structure
the cloth by adding the weft.

Clifford found herseif looking at prints and
drawings. When she discovered the paintings of
Minneapolis artist Stuart Nielsen she thought,
“If 1 could do weavings as wonderful as Nielsen's

wa

pieces, 1 would be satisfied. His works have a ‘tex-
tile consciousness' to them. They are collage-
oriented and seem like cut-and-paste, which I
love. The imagery is much more defined than
with ikar.”

Clifford knew that the sensc of layering
found in cut-and-paste was very important to
her, but so was the sense of cloth. She wanted to

“Cranbrook Calendar”
{1986), 43" x 44",

The “Orphens” fountain ar
Cranbrook,

Morgan Clifford in her
Cranbrook studio,

JOHM SKAU ‘
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A class with Gerhardt
Knodel.

MORGAN CLIFFCRD

stay within the woven structure.

“I found myself open to something new,
but I didn’t know what that was.”

She had developed her weaving technique
through workshops and study with Walter Not-
tingham at the University of Wisconsin at River
Falls, bur she had missed a mote formal ground-
ing in are while an undergraduate. Cranbrook
Academy of Art in Bloomfield Hills, Michigan
was one of the few graduate schools she felt had
an exciting textile program, with artist-in-
residence Gethardt Knodel as the one teacher in
the fiber department. Clifford considered other
aspects of the school:

“There wete no formal classes,” she said,
“and the same group of students stayed together
throughout the two-year graduate program.” A
student body of only 150 and an attractive rural
setting also made Cranbrook attractive. But she
wasn't certain If this would give her what she
wanted.

During the summer of 1983 she setved an
assistantship with weaver Cynthia Schira at Hay-
stack in Maine, Clifford leaned on Schira for ad-
vice about schools. “I can't tell you whether or not
you should go to school,” Schira said, “but f you
go, then Cranbrook would be the place.” That
cinched it. She applied and was accepted.

The move to Cranbrook was difficult for
Clifford. It was not just the sorting and storing of
things for “school,” “next summer,” or “two
years,” but het rental studio/living space would
likely not be available when her graduate pro-
gram was ovet. She was plagued with questions
of whether she was too old to be a student again,
too independent to get along with roomumates,
and if she could sutvive on “horrible cafeteria
food,” as it had been desctibed to het,

These concerns proved secondary, however,
when she saw the space that was to be her studio
for the first year: an 8 X 10-foot room with a huge
desk.

“I couldn't have gotten 2 loom in there,” she
said, thinking of the large Cranbrook looms she
had left behind. “And even if I could, there
would be no room to put the warp on.”

She was ready to repack her Datsun, tie bi-
cycle and trunk o the roof, and return to Min-
nEsota.

The students in the program came to her
rescue. One exchanged studios, others helped
move walls, and a larger space was created. Now
at least a 20-inch, 8-harness Macomber loom
would fit in,

During the first week of class the eight first-
yearand nine second-yeat students in the class in-
troduced themselves to each other by showing
slides of their past and current work. The un-
spoken message Clifford got was, “Don’t do what
you did before.” Considering the size of her new
studio, that was easy for her,

The first group assignment was to do an out-
door installation ¢ “amplify and enhance the
meaning” of a given space. The assignment com-
pletely loosened Clifford up. Selecting for her
“space” a Fellini-ltke pink stucco boathouse with
vaulted doorway and formidable-looking entry
walk, she added tribal-looking posts decorated
with gauze-covered castings of her face 1o which
she had added z rortted look.

She continued in this vein in the studio, do-
ing “tribal, gutsy things, inner Gestalt things. 1
thought I couldn’t weave, because that's what 'd
done before,” she continued. “I made dark,
shrouded mummies and torwured doll pieces—
everything awful.”

When Knodel looked at her heavy,
shaman-like figures, he said to her, “Just because
you're coming to Cranbrook doesn’t mean you
have to jump off the deep end. L accepted you &e-
canse of yout work; you don't have to give itup.”

Clifford dropped her new wotk like the pro-
verbial hot potato.

Knodel then asked her if she had ever seen

Ty
e

Tampan ot ship cloth.

oA
N
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animal mummies. She had not, and he directed
het to the Field Museum of Natural History when
the class made a trip to Chicago.

“You are imitating culeures,” he pointed
out to her. She saw her new work as not authen-
tic. Clifford then consideted the kimono-like
forms she had been doing. They seemed to her
representational but too far from the original
source of inspiration. She saw the form as being
more like a symbol of 2 symbol.

Knodel urged her to find references for her
work within her own world. For example, point-
ing to the cloths and pictures with which Clifford
had plasteted the walls of her studio, he said it
was apparent she liked pattern. She was aware
that she lived with pattetn but had never before
considered incotporating it into her work.

Knodel showed her Indonesian ship cloths
from his own collection of textiles. These brocad-
ed pieces illustrate ships symbolically used to car-
ty people during rites of passage —dangerous
times like birth, puberty, marriage, and, in par-
ticular, from death into the afterlife. He also
showed her the wotk of former Cranbrook stu-
dent, Sandra Brownlee Ramsdale, who did
brocaded animal forms — some abstract, many in
black and white.

“These pieces were like 2 Woody Guthrie
song,” Clifford said, “telling a simple story. And
I love common things, like themes to songs and
stories. [ just didn't think that anyone else would
be interested.”

Not just the brocade technique was dis-
cussed in her meetings with Knodel: He also
pointed our that her kimono fabric was very stiff.
“Why not let it be cloth?” he asked her. Why not
indeed?

“Ilike cloth— tablecloths, dish towels, nap-
kins,” she said. “Mattress ticking and dish towels
are the only induscrial cloths in our culture which
over the years have kept the same pattern, but we
take these forms for granted. A few yearts ago |

Detail of “The Players and
the Play” (1986),
89" x 13",

“Inside/Quuside” (1987),
45" x 63",
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Detail of “Cranbrook
Calendar.”

wouldn't have been caught dead doing this type
of pattern weaving; I would have thought it so
boting.”

Using doubleweave and plain weave as basic
threadings, the cloth she wove began to take the
form of grid and checkerboard patterns of dish-
towels as “ground” with brocaded figures illus-
trating a “story” on top. She put image atop im-
age, achieving the layering aspect that had elud-
ed her in ikat. Spontaneity became possible as
figures took shape and interacted with one an-
other as she added row upon row of weft. No
longer was the design complete when the warp
was tied onto the loom.

By restricting herself to the limited palette
of black and white, she became more conscious
of her imagery. “It has forced me not to depend
on colot for my composition,” she said, although
she is beginning 1o add color back into het wotk.

“Color for the sake of color has zlways been
the most enticing part of weaving for me. Now
I'm looking for meaning beyond the aesthetics.
I have reference to things in my wotld, other than
just shapes.”

Such references were the cote of class cri-
tiques at Cranbrook. With two scheduled each
semester, all new work since the last critique was
put up.

“It forced me to articulate whar 1 was do-
ing,” Clifford said, “not just to be intuitive. I had
to talk about what was meaningful. I had to put
up work I was not comfortable with. I had o
‘bear witness’ to what I was doing.

“Cranbrook is concept-oriented, not
technique-otiented. The comments were, “‘Why
that image?’ not ‘Gee, your selvedges are
straight.’

“Sometimes the critiques wete painful, but
they were always helpful. You felt that not only

JERRT MATHIASON

Detail of “The Players and

PETER LEE

Detail of “Weathermap”
{1986).

your work but what you said about others’ work
was being judged.”

Cranbrook gave Clifford exactly what she
wanted. “Even though I couldn’t articulate why
I was going there, it gave me so much. It forced
me to figure out for myself what I was doing with
my art. | had already gained skills in weaving.
Now, what did I want to say? I was looking for
meaning in my content.”

In the end she realized how much she had
accomplished. “I was producing an incredible
quantity of work under pressute from Gerhardt
because he was pushing me,” she said. “Isaw how
I could use pressure as a tool.”

After seeing earlier graduates who had gone
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Righe, a type of inlay used by Morgan Clifford. From Latin Amenican Brocades
by Suzanne Baizerman and Karten Scarle. St. Paul, MN: Dos Tejedoras, 1980, p. 26.

To create images (figures) on cloth {ground),
Morgan Clifferd employs various supplementary
weft brocading techniques, sometimes on
double-weave ground fabric. After che shuctle is
thrown to create a row of ground, a netting nee-
dle threaded with multiple ends of fine linen is
passed over and under selected warp threads to
create the desired pattern on the top layer of
warp. This process of creating images is faster
than tapestry, Because the supplementary weft
brocade is independent of the structure of the
cloth, it’s freer than tapestry in the kind of image
that can be added, Even after the piece has been
taken off the loom additional images can be
added through stitchery,

Clifford uses all linen rather than cotton or
rayon for the ground to give more body to the

piece.

AVHRN NN 70
il

into reaching having little time to do their own
work, Clifford decided against that field for her-
self. Faced with no home and no studio, she
looked around the country for a place to sectle.

“1 found I was in love with the Twin Cities’
artistic community. It’s cremendously active, the
tight size, an interesting mix, and one that
doesn't take itself too seriously. It's worth going
away to find that our.”

When she retutned to Stillwater, she found
that her former studio/living space was once
again available to her.

She accepted a part-time position as artistic
consultant at Textile Arts International, Inc., 2
Minneapolis galiery featuring historic, in-
digenous and contemporary textiles. There she
promotes artists whose work she feels deserve
tecognition and helps to promote the communi-
ty awarencss that rextiles are more rthan just
“macrame and ropey airport art.”

She feels she is putting into practice what
she has learned and what she loves. Knowing
how long it takes to get beyond rechnique and in-
to content, she s able to point up good quality.

“This is important,” she said, “because
thete ate fewer than a half dozen outstanding
contemporary textile galleries in the country.”

Clifford’s current work shows the addition
of color to the black and white pieces that charac-

BETER 1 EC

terized her work at Cranbrook. More and more,
her images look as if they are telling a story.

“I'm working with the structure of the cloth
and the imagety at the same time, enginecring
them together like a2 musical composition,” she
said.

The enthusiasm with which she desctibes
the directions she is exploring with her new work
gives witness to the rightness of her decision to
give up successful wotk to take a chance that
Cranbrook Academy of Art would point her in a
challenging new direction,

Detall of “Letter to Margot”
(1987).
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Name Draft Contest Winners

E RECEIVED MANY fine entties in
out Weaver's Journa! name draft
contest. Thank you all for your en-
thusiastic response. First prize
went to Kathryn Tutner of Cran-
bury, New Jersey for her delicate linen table run-
ner. Honorable Mention went to Sister Joan
Marie Lovett, OSB of Petersham, Massachusetts
for her handsome double-woven table runner.
Our judges wete Susan Mansfield, author of the
name draft article (Vol. 10, No. 3, Issue 39, p.
15) and Linda Madden, a2 Minnesota production
weaver of fine table linens and garments. State-
ments by our winners and instructions for their
projects appear below.

Linen Table Runner
woven by Kathryn Turner

“This piece was designed as a runner for an an-
tique dry sink in my dining room.”

Warp: 40/2 natural linen

Weft: 40/2 bleached linen

Sett: 30 e.p.i., sleyed double in a 15 dent reed.
Technique: Huck

Comments: “1 wove 4% " of tabby at both ends
to form a double hem, The linen was finished by
hemming and then washing in warm water and
Ivoty Liquid™. After a thorough rinsing I gave it

First Prize. Linen table
runner by Katheyn Turner.
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Threading 6 3 45

Huck draft,

O
O

the shock treatment to soften the linen: drop into
boiling water and boil for 2 minutes, remove and
immediately drop into ice water for 2 minutes.
Repeat this two more times and then carefully
squeeze out the water, place in a Ziplock™ bag
and keep in the freezer until ready to iron.”

Double-Weave Table
Runner in Linen and

Cotton
woven by Sister Joan Marie Lovett,
OSB.

tabby 44" each end
of runner

“When I was first looking at the various drafts
and drawdowns, several motifs began to emerge.
I thought they would work well in double-weave
pick-up, a technique I have been wanting to try
forsome time. Later when wotking in our monas-
tery chapel I noticed that several of the orienral
runner rugs which we have there had motifs of a
similar shape. I started arranging mentally the
motifs that had pleased me in the article in the
style of the otiental rugs. The central, corner and
side motifs on my runner are derived from Draft
5 and the end motif from Draft 8.”

Warp and Weft: White 16/2 linen used double  Honorable Mention,
(counted as 1 thread hereafter); beige cotton of Doublc-Weave Table

; ; Runrer in Linen and
unknown size, approximarely 8/2. " by Sister

Sett: 24 (12 per layer) e.p.i., sleyed 2 per dent in Joan Maric Lovert, OSB.
2 12 dent reed.

Width in reed; 157

Total ends: 360

Warp length: 2 yards including take-up and
loom waste (used for fringe). 0
Technique: Double-weave pick-up. CONTEST 1o page 72.

repeat for desired length

balance

end with block é to

— R e

Yy Draft for double-weave
pick-up.

U

1wy
|

# an

ITTI T

T
T

+

|
IT1

1
T
13
T
T
o

T
9 N

0 L
1
T
LT

I
(RemsmamARSRUEng

Block diagrams for interior Block dizgram of corner

H H ML T T IFFEE U AN E NI AR )
ofpieoe. motif. T T e T T e Ty

SPRING 1987 [0 47






\
The Moebius Vest

A new twist on a classic garmer 74
|

by Audrey Homme

HIS STYLISH VEST is made from a rect-

angle of fabric that is slit halfway and the

wo front panels “rwisted” to form a

collar-like effect before attaching them to

the sides. The twisted-front vest is not a
new idea. An upper midwest mania for weaving
it was sparked by knitter Elizabeth Zimmer-
mann’s pattern for a knitted “moebius” vest in-
troduced in her workshops in 1981 and pub-
lished in 1983. A warp-striped twisted-front vest
appears in Handwoven'’s Design Collection 4,
(1982) and I was inspired by a similar garment
modeled at 2 meeting of the Wisconsin Federa-
tion of Handweavets 2 few years ago.

1 have been intrigued by the versaility of
this simple-to-weave vest pattern, and have de-
veloped several variations and improvements on
it—a better fit in the shoulders, a way to weave
pockets into the design, and a special technique
for eliminating “sag” from the back of the arm-
hole, one of the drawbacks of the woven version.

Thisarticle will give you a basic vest pattern,
instructions for fitting it to your body, finishing
techniques and closings.

Plan on allotting one evening to winding
the warp, one morning for warping and thread-
ing, and two afternoons (about 5 hours) for weav-
ing. Finishing can be done the following week,

Materials

Any combination of medium-weight yarns
in wools, cottons or silks. A total of 2 Ibs is
ample for both warp and weft. A nice effect
is ¢created by using a mixture of smooth and
textured yarns.

Warp: Warp requirements will vary. 3
yards is an average length.

Weft: |12-16 oz. weft yarn is needed, de- ] )
pending on fiber used. : Left, Red and purple vests with textueed patcerning on fapels by Audrey Homme. Pock-

Sett: 10 e.p. e i
2 IV ep.l Above, White vest with overshot patterning and warp-painted vest by Audrey Homme,
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Determining Size
Width: The vest fabric is made on a narrow warp.
A smail size requites 20” widdh, medium size 22"
width, and latge sizes 24" width. The size you sc-
lect will depend on whether you want the vest to
meet ot overlap in the front. Contraty to what
you might expect, the way to make this vest fit
more generously is #o# to weave wider fabric! In-
stead, if extra width is required, plan on adding
natrow side panels, either woven or crocheted.
Consider the narrowest width for a loose, tie-
front, no-overlap vest; a wider width for a style
that overlaps and is belted or buttoned.
Length: Style and body height will dictate
vest length. All suggested allowances are approx-
imate, To determine the amount of snapback
(telaxarion of warps when removed from loom):
weave 24”; release tension and leave overnight;

the amount of snapback you can expect to have
on the full vest piece.

Average finished length: 54"
- Add snapback and shrinkage: 6"
Add allowance for twist: 2"
Add bem allowance: 2"
Add pocket alfowance (if desired): 7"
Total woven length: 71"

Weaving

Use any threading that will produce plain weave
and a pattern that you like. The size of this pro-
ject makes it ideal for the rigid heddle loom as
well. Determine warp length requirements by
adding loom waste to the total woven length you
have determined, based on your height and
desired vest length.

Weaving the back: Weave plain weave to within
3" of midpoint of vest panel.

Pattern Diagram. measure in the morning. The difference will be
— 7 - B
pocket hem
_____ —t~———1 shoulder
side panels
o
| 1 |
(I b
1{ hem : ! hem |
——————————— " HEN I I Method 1: Working the slit
| with two shutdes.
— N
pockets
77 or
more
Method 2: Working the slit
by adding a contrasting
thread to mark the center
stitching line when vest is
shoulder p—— — |- — — — 4 woven i one piece

hem

decrease edge
8 to 10 times

12" marker pin~1

50 O THE WEAVER'S JOURNAL




Working the front slit: Method 1. Begin slit by
dividing the warp in two at this point and work-
ing the rest of the piece with two shuttles. This
method requites an additional hour or so of
weaving time but less finishing time.

Mezhod 2. Weave the entire panel as one
picce and create the slit by machine stitching and
cutting. This method reduces weaving time, but
increases finishing time, as the raw edge will need
to be covered. It helps to mark the stitching line
by adding a contrasting warp a¢ the center of the
weaving, threading it through the reed and hed-
dle and weighting it at the back of the loom. Pin
it into place on the weaving,

Design placement: (optional). Design can
be added by changing color in plain weave
sttipes, by treadling a pattetrn of even by warp
painting. An effective color or design placement
uses the shoulder line as a guide. Design areas
can be placed about 6” into the front sections and
ending before the last 12” of the fronts. Using a
datker weft colot in the first and last 12" of the
vest has a wonderful slimming effect at the hips.
This is a piece you can experiment with.

Pockets and hems: Pocket panels are woven
at the center 12" of the warp. Use two small shut-
tles and 6” of warp for the left pocket and 6” for
the right pocket. Weave for at least 7", At the
same time use a separate buctetfly for weaving 1”
to 1% ” for each hem on the remaining portions
of the warp.

If woven side panels are desired (for large
size only) they can be woven in the portions of
warp beyond each hem. Make them at least 14”
long (weave more for a long vest).

Assembly

Machine stitch raw edges at each end of the vest.
Wash fabric, if desired.

Lay the vest panel flat. Measure and mark
back 12" from back hem. Mark shouider lines.
Twist the two front panels, folding under au sli,
as illustrated. Pin the fold into place with safety
pins. {Note that in the fronts, the underside of
the fabric as it was on the loom is now the outside
and pocket panels are now located at each side).
Pin vest hems and pockets into place with safety
pins. Hems will be folded under to inside and
pocket panels will be folded up to outside.

For one-pigce version: Wash fabric first so
stitched lines will not ripple. Reinforcement-
stitch on each side of the marked center with a
three-stitch zig-2ag done three times. If you do
not have this type of zig-zag stitch, use three rows
of straight stitching %" apart. [ also like to rein-
fotce this area with Fraycheck™. Single crochet
over these raw edges. Follow the remaining in-
structions.

Removing the Sag: Remove two or three
warp threads at each side selvedge. You will see
a seties of loops on each edge. Pick up the first

Detail of vest showing
pocket and ctocheted side
panel.

crochet edge

Folding of front lapel
segments and placement
of markers.
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Back armhole of this style
vest has a loose, sagging fit
that is remedied by the
looping process developed
by Audrey.

I
I
|
1

pult out 2 warp threads

l
!
|

warps
removed

Crocheting the selvedge
loops after two warps
have been removed
allows for decreasing
sag and provides an
attractive edge finish.

e | —

=

~
T

Front closing option:
Crocheted button band
with crocheted buttons, by
Karen Searle (top right).

Front closing option: Small
crocheted button band
with pewter buttons, by
Phyllis Schratke (below

right}.

loop at the bottom back with a crochet hook and
loop it through the next loop. Continue in this
manner to the 12" marker, From the 127 marker
10 the shoulder line, loop 2 loopsinto one at 114"
intervals 8 times to “decrease” and shape edge.
Finish the looping process without further
decreasing to end of front edge. Repeat for other
side. This looping process not only efiminates a
sagging, too-loose armhole in back, it gives a
lovely finished look to the edges of the armhole
and collar.

Hand stitch the pocket edges to vest body at
centet front and sides. (If front slit has been cut,
baste pocket sides in place. These edges wiil be
finished when the cdges ate crocheted.)

Fit Adjustment: Pin the side edges of vest
together at the 12” marker and try it on. Adjust
the pin to the waistline or above waistline—
whatever is comfortable for vou, and determine
the side seam or side panel position. Join side
seam with hand sewing or crochet.

Size can be adjusted at side seam with the
addition of rows of crochet, 2 woven panel, or
with lacing.

A final pressing will neaten the edges and

block out any pucketing that may have occurred
i the “sag removal” process.

Closings: Thete are a number of closing op-
tions for this vest. Crochet buttonholes into the
front edge, or apply pewter hook closings. To
make easily attachable (and movable) 12" braid-
ed ties, cut 40” strands, double them over a 1"
dowel ot broomstick to braid. The resulting braid
will have a 1" loop a1 the end that can easily be
pulled through the fabric and knotted in larks-
head fashion to attach the tie. These ties can be
easily placed and replaced to achieve proper fir.

A vest that overlaps and is belted may not
need additional closings. Belts can be woven ot
ctocheted ot braided with matching yarn, Work-
Ing with 150" yarn length 1o braid or twist makes
a 60" belt length,

Wear it in good health!
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Front closing option:
Crachered button loops
worked into sclvedge loop
edging, handmade coramic
buttons, by Audrey
Homme

Crocheted tics for front
closing can be easily at-
tached and moved with
larks head knot {right).

Front closing option:
Crocheted tics ateached
with buttons, by Audrey

Homme

Origami Vest
&y Phyllis Schrotke

This twisted-fromt vest with a woven-in neck
opentng was submitted by Phyllis Schrothe of
West Richland, Washington. We include it
Bere, as it gives a somewhat different fii at neck
back and at the shoulder line.

Warp: Wilde & Woolly Soft Clothing Yarn, 1
cone each Elderberry and Raisin; novelty yarn ac-
cents one skein each Clove Tumbleweed and
white Tumbleweed.

Widch in Reed: 24” (60.96 cm)

Warp Length: 2% yards (2.25 m) includes one
yard loom waste.

Weft; 1 cone Clove,

Sett: Onc thread each dent in 8 dent reed. Except
for Pattetn group.

Pattern Group: Skip 1 dent, White TW, White
TW, Skip 1 dent, 6 threads Raisin, Skip 1 dent,
Clove TW, skip 1 dent, Clove TW, skip 1 dent,
6 threads Raisin, skip 1 dent, white TW, White
TW, skip 1 dent,

Threading: 2" Eldetberry, Pattern group, 1” El-
derberey, Pattern group, 8" Elderbetry, pattern
group, 1" Elderberry, Pattern group, 2* Elder-
berry.

Weave: Plain Weave with Clove for 26”. Weave
neck opening using 3 shuttles; 1 for facing, and

2 for shoulders. Facing is woven for 1” and hem-  Detail of back neckline in
stitched. Continue weaving until neck measures Phyllis' vest,
proper length, then weave front with 2 shuttles

for 21”. Finish bottom with hemstitching.

Finishing: Full by washing in hot water for about

15 minutes. Dry flat, press.

Construction: Turn back neck facing under and

stitch. Fold front “lapel” flaps to the outside and

tack in place. Make collar twists and aceach sides

as described in The Weekend Weaver, Back is

plain. .
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cotton--wool-silk

" S8pace dye or solid shades
on ALL natural fibers

BATIK-PAINT-STENCIL

All at room temperature

NO boiling == NO steaming
PERMANENT WASHFAST COLORS

CATALOG &

F R E E% INFORMATION

Specialists in Fiber Colonation

! hczgmca] ©Dye

Somerset, Ma., 02726
617-676-3838

Unique products...
for unique minds!

TUSSAH SILK, SILK RIBBONS &
TI{I;EEADS, METALLICSANDMUCH
MORE.

RUSH #1.50 FOR CATALOG TO:

YILI CORPORATION
Dept. W

9 Handweavers
Guild“America

Shuttle SPINDLE ©YEPOT

The Quarterly Journal of the
Handweavers Guild of America, Inc.

CONVERGENCE
A Bienrial Convention
'88 In Chicago

SERVICES

Certificate of Excellence
in Handweaving and in Spinning
Sfide & Textile Kits
Library Book Rerital
Suppliers/Education Directories

HGA offers a host of member
services to spark your creativity
" and develop your skills. Member-
ships are $25 (US funds).
Outside of the U.S.A, add $4.00 per year.
{Pay in L.S. funds drawn on U.S. bank)
Send check to: HGA Membership
Dept. 8J, 65 La Salle Rd.
West Hartford, CT 06107,
MC & Visa welcome,

THE CREATIVE SOLUTION
to your weaving needs
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HANDWEAVING
ETUbIO ¢ BHOP

ANNOUNCING e complelion.
HANDWEAVING WITH ROBERTav-ROBERTA

A Handweaving Home Study Course
that advance you step-by-step, one
series of lessons at a time, to your
desired level of interest is now

- available. Each lesscon is mailed to you

with clearly written instructions in-
cluding yarn samples, needs and cost
and all supplies (at a discount) are
available for immediate delivery.

For complete details, send a self-
addressed stamped business-sized
envelope (4% x 9%) to Ayotte’s
Designery, Dept. J-Kit, Center Sand-
wich, NH 03227,

“hF

45 WEST 300 NORTH
lﬂC. PROVO, UTAH 84601
800-854-1982
AYoTTES Call Toll-Free
"“DESIGNERY | 1-800-THE-LOOM
CENTER EANDWIGH,N.H, 843-5666

In Michigan (313) 547-9159
‘til 10 p.m. EST, Mon., Wed. & Fri.

T4

i

Freight Rebates to $300+

Handweaving Looms from
GLIMAKRA * NORWOCD
SCHACHT ¢ LECLERC
BEKA * CRANBROOK
PIPYCRAFTS & ASHFORD
Spinning Wheels
Instittional Inquiries Welcome

THE GOLDEN
HEDDLE

1602 Rochester Rd., P.O. Box
761-W], Royal Oak, MI 48068

) (313) 547-9159
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NOTES OF A PATTERN WEAVER

Platted Twill Projects

by Philis Alvic

NFORMATION SHARED BY FRIENDS, re-

search in monographs and magazine aru-

cles, previous experience, sampling and

serendipity all came together in my final

product. The seeds for this purse were plant-
ed while I was visiting Madelyn van der Hoogt in
Missouri. She asked if I would accompany her to
her “More than Four” study group. Hearing,
talking and just being around weaving is a plea-
sure, so I readily agreed. Members of the group
teported on their research into wo-tie unit
weaves. Madelyn discussed her efforts ro decipher
the intricacies of plaited twills and passed around
a hand-out. When I examined the samples, I was
hooked. I too wanted to weave rwills at different
angles that appeared to be strips woven in and
out on diagonals,

Back at my studio I looked over Madelyn'’s
materials. By then I had also acquired an article
by her as well as Clotilde Barrett’s monogtaph,
Dozble Two-Tie Unit Weaves. As1 1ead through
these items on plaited twills, I was struck by rwo
things. First, designing would rake some concen-
trated effort. 1 grasped the basic concept, but I
was unable to visualize the actual product. To
come up with an original pattern, I would have
to carefully follow the procedute for designing
and then do a drawdown on graph paper. My sec-
ond thought was that this threading was what
had always called Double Summer and Winter.
‘This meant that I could treadle both weave struc-
tutes on the same warp.

As the weather got colder, I thought it
would be nice to have some small, special hand-
woven Christmas gifts. My ideas on double two-
tie surfaced. The plaited twills seemed ideal for
bookmarks. It would give the illusion of intricacy
while actually being fast one-shuttle weaving.
And, as a special bonus, 1 could place a small
Summer and Winter figure at the top of each’
bookmark.

In reviewing the technical problems this
would present, the biggest was the number of
treadles needed to weave the two structures. |
could retie the treadles part way through each
book mark, but I have never liked crawling under
the loom. The easiest solution was to use most of
the treadles on my 16 harness loom while limic-
ing the harnesses employed. :

Plaited twill purse,

Motifs used in parse.

b 2= 4
= B %
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I figured that I would need at least three
blocks to consttuct interesting shapes at the top
of each bookmark. So with the addition of an-
other block for the ground, a total of 10 harnesses
would be used—two fot each block plus the the
tie threads.

Since mote blocks would also require more
treadles, the decision to work with four appeared
to be the most sensible. After deciding the num-
ber of blocks, I began to hunt through Clotilde’s
book for ideas of what I might possibly use. 1
found a twill pactern that I liked employing 10
hatnesses and using 2 small number of treadles in
the the weaving sequence. Choosing an already-
designed pattern was much easier than going
through all the work of creating one of my own.
Idid alcer the threading slightly by extending the
width of the block on both ends by one unic. By
doing this, my Summer and Winter figure had
mote space atound it and the plaited twill was
not changed appreciably.

I wanted a thin bookmark stiff enough to
hold its shape. I had some nice shiny rayon that
wotked well sett at 20 e.p.i. I decided that the
fabric would look richer if 1 used three pastel
colots in random stripes rather that choosing one
of them for the warp.

Setting up the ureadles was not difficult after
the design concept was worked out. The plaited
twill section was set up on the right side of the
loom to be treadled by my tight foot, On the left

T o 5 B O
0 L i -
H (¥ H T H
. —_ ool
5 [ *

] i e]ee]
L
)
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Ee ol o Sl e
P 8 B8
QK 00 0

were the block treadles and the tie thtead trea-
dles, and one tabby comprised of the block har-
nesses. The two separate e thread treadles were
stepped on together for the second tabby — thus
saving a treadle. Treadling some of the block de-
signs did require some gymnastics. The blocks
were all tied singly so at times it was necessary 1o
depress several treadles at one time. Occasionally
the design required blocks that were not adja-
cent, so [ would step on one, slide my toe under
a ireadle and catch the desired one.

The figure in Summer and Winter at the
top of the bookmark was a two shuttle weave. |
did the designing of these three block figure at
the loom and made each one different. The
sttaight Summer and Winter treadling in singles
was used rather than the Double Summer and

SN OEE:
AT frs b
Threading for bookmark.

Repeat 4 tmes for purse.
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Winter, because I wanted a bold figure rather
than a busy one that would compete with the
plaited twill. I used the same pattern weft as for
the plaited twill, three times the weights of the
warp, I added sparkle to the figure by using 2 fine
lurex yatn as the tabby. A happy accident oc-
curred when I ran out of tabby yara just at the
changing point berween the two weave struc-
tures. I did not have enocugh to complete the top
so [ used another color. Now, this does not seem
carth-shaking ot even clever, but 1 had been hap-
py with my single-color bookmarks and would
not have changed if I had not been forced to stop
and seek another bobbin. I liked the two-color
one much better and finished off the remaining
third of the warp in two-color bookmarks.

At about the time the bookmartks were
finished, 1 decided to make a new purse. The
prospect of soon being among a group of weavers
acted as a motivating force: Only then did I real-
ize how shabby my present purse had become, [
needed to weave something rapidly and the
plaited twills fit the bill. 1 decided that several
bookmarks side-by-side would form an interest-
ing fabric for a purse. Executing this idea of mul-
tiple connected bookmarks would be fast be-
cause I already had the design and even the trea-
dles on the loom already set up to weave it.

My purse-making expetience is not exten-
sive but I have a style that [ particularly like to
carry —a not-very-large shoulder bag. I make the

strap by weaving a surip of fabric and folding 1t
in thirds. This strap then angles out for the sides
of the purse. The body of the purse is usually one
continuous piece closing in a generous overlap of
the frone.

The design for the body of this purse and
the strap was the same extended plaited twill I
used for the bookmarks. By repeating my book-
mark threading, 1 got an irregular hexagonal
shape where the two units connected as a bonus.
This made my copied twill design very different
from the original. The overlap portion had rows
of Summer and Winter figures on different col-
ored grounds. I wanted the stability of two sel-
vedges for the strap, so I decided to do the body
Of1 a Narrow warp in two separate pieces and sew
them together. To cover the seam and to setve as
partof the closing device | commissioned my son
and inkle-weaving expert, Ezra Schroeder, to
weave a nattow inkle band. I formed a loop with
the band at the bottom of the overlap to close the
purse by slipping a handmade ceramic bead
through it. The body of the purse was padded
with polyester batting and lined.

This purse has proved very serviceable. It is
lightweight, the fabric has worn well and the
colors cootdinate with most of my wardrobe. 1
still like the design of the fabric and am happy

 that the forces came together as they did to make

it happen.
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2, 4 & 6 piy in 8 earthy
natural wocol coiors,

natural white wool in
varnious weights and plies.

2 & 4 ply wooly Berber
yams in & rustic colors.

2 & 4 ply top dyed
Berber in 6 tweed “TJ
colors, NEWI

sturdy 3 ply wool
in 16 subtle shades.

fine 2 ply woal for warp
or weft in 28 customn
dyed colors.

the Heavywsight-
d bulky wool yarn
in 2 bold colors,

soft, pure wool clothing
yarn in & undyed natural
shades & 18 muted colors,

all wool novelty yarns
in 12 colors o coordinate
with our fing 2 ply and
soft clothing yarns.

1_? carded wool in 5
natural and @ dyed
colors,

Send $4.00 for Somple Cords
Dedqler Inquiries Invited
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YARNS

3737 Main Street, Dept. W
Phikadeiphia, PA 19127
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moths and much, much more!

A

Journal

for
papermakers
and all who
work with
and
appreciate
handmade

paper.

HAND PAPERMAKING

* Encompassing interests in
book arts, conservation,
and the fine arts.

* Articles on techniques,
materials, and sources.

» Featured handmade
paper samples.

Twice yearly,

Summer and Winter:

U.S. $10 (outside U.S. $12)
P.O. Box 10571
Minneapolis, MN 55440
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Introducing

A WEAVER'S GARDEN

by Rita Buchanan
6" % 9":224 pages/color photos/illustrations {cloth)

Cotton, flax, indigo, lavender, teasels. A WEAVER'S GARDEN describes the
properties, history, botany and practical applications of dozens of fascinating
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Hapt

BLIND WEAVER, like his sighted

counterpart, is engaged in translating

and manifesting intensely personal

feelings and ineffable ideas in such a

way that the resulting perceprible am-
biance conveys something to the obscrver
through itsintegrity of design. But whar happens
to the knowledge and experience of a weaver
when blindness or detetioration of vision impairs
perception?’ Whar are the prospects and options
available to one devoted to excellence in crafts-
manship? Of those weavers who became adventi-
tiously blind, most have either neglected
habilirative accommodations or abandoned their
skills entirely.

Of those blind persons introduced to weav-
ing through rehabilitation or occupational thera-
pv, there is little incentive toward either mechan-
ical proficiency or design mastery. The prevailing
attirude on the part of both teachersand studencs
is that the subject is entirely too complex, the
mechanisms too intricate and the challenge too
daunting.” Too many blind weavers are content
to be complacent automata competing with
computerized power looms or are 100 timid to ex-
plore viable alternatives to their passive acquies-
cence.

The weaver who fulfills an artistic impulse
by creating a unique fiber piece is inspiring civili-
zation to advancement and need never fear rele-
gation or usurpation by industry. Aesthetics are
the bane of employment because they demand
fruitton and gratification. But because weaving is
labor-intensive, one must use all possible or
feasible innovations to reduce waste, duplica-
tion, repetition and idle devices or specialized
mechanisms — just like a factory.

Tools

The loom is not an adversary! This mechanical
contrivance is a tool —an adjunct to cteative ex-
presston. No craftsman can competently produce
a wotk without intimate knowledge of a tool’s
potential and expertise in its efficient applica-
tion. To execute pile weaves, one must have a de-
vice for stabilizing and ordering the warp, a cut-
ting implement, a hand beater or tapestry comb,
and the necessary yarn in appropriate colors
and/or rextures,

Beautiful, intricate, and enduring pile rugs
have been woven by what moderns would call
“improvised techniques™: a warp-weighted, or
ground-stake loom, using rolled or drop-spindle

ic Visions

by Paul Brubaker

spun fibers tied in hanks or butterflies and cue
with a knife. While “primitive” techniques
should not be denigrated, it would be improper
to reject technological advances without
sufficient cause (such as religious atavism, cultut-
al purity, or superfluous loom complexity). A
modern weaver would, for the sake of con-
venience, want a substantial floor loom having
rigid beams, 2 heavy beater (ballast or weight bar
added if necessaty) holding a reed, and foot-
powered shedding harnesses (from ewo to eight).
The construction materials and exact style of this
loom must be individually selected or modified
to facilitate the weaver's preferences (i.e. jack vs.
counterbalance, high vs. low warp, axial vs. piv-
otal beater, front vs. rear-mounted cloth beam,
accessory tray vs. supplemental rack, etc.).

The weaver may also want the following as
tools: pick-up stick or sword, flossa gauge(s), rag
or stick shuttle(s), tapestry fork, swift, ball wind-
eI, accessory tray or rack, storage bench, warping
devices (such as reel or board, raddle, cteel and
tension box, lease sticks), scissors or knife. Tac-
tile/visual aids may include lacge alligator spring
clips with marking tags, sley hook(s), measuring
tape(s), rarsed-line drawing supplies (i.e. foam ot
felt pad, stylus, fibrous paper ot resilient plastic
film, adhesive), a tactile design board or plotting
device (pegs, beads, blocks, sticks, string, etc.).
Other tools need only be purchased or manufac-
tured when and if the need for them arises.

Pile-Rug/ Tapestry
Design and Execution

Because any handwoven fiber piece — especially a
pile tapestry or rug— requites a considerable in-
vestment of time, labor, psychic energy and ex-
pensive materials, the artificer should plan each
project thoroughly. It is false economy to employ
any but the best and most suirable materials in
the weaving of a tapestty because good matetials
will enhance the work and be most durable. The
use of inferior yarns can embarrass the artist’s
finest technique and detract from the ftem'’s sen-
suous power. One should never be ashamed to
weave for posterity, because aspiration and deter-
mination can enrich method sufficiently to in-
spire a superlative product.

The typical design progression for both vis-
ual and visually-impaired artists entails five
stages:

What happens to
the knowledge and
expenience of @
weaver when
blindness or
detertoration of
vision impatrs
perception?

*haptic: (neologism) by vouch,
by manipulation, cactile, rangi-
ble, palapable; & non-visual sen-
s0ry priepiion.
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One should never
be ashamed 1o
weave for postentty.

1. édeation: inspired by sensoty input, extrapo-
lated from experience, or developed from previ-
ous work;

2. planning: mapping the idea, deciding upon
technique(s}, determining densities and materi-
als, and ancicipating problems;

3. preparation: selecting and measuring the
materials, dressing the loom, loading shuttles or
making buttetflies;

4. execution: implementing the idea by

problem-solving and applied ptocedure modi-
fication; :

5. completion: concluding techniques, finishing
and/or mounting, labelling, and reference
notes.

While it is possible to weave an eclectic de-
sign based upon intuition or caprice, such experi-
ments are usually deficient in some manner, even
when assermbled by an experienced weaver, The
construction of a tapesety can take from a month
1o a year, depending upon size and complexity,
so it is essential to compose both a prospectus and
progress notes using such zids as brailled index
cards attached 1o the castle, tabled plots and

schematics, tabulated books and references, and’

accessible inspirational models. To manage the
supplies amassed for a project efficiently
throughout the process, one must organize an ac-
cessibility or teplenishment system as an adjunct
to good toutine wotk habits.

Pile Knot Options

A blind weaver will find the following pile knots
to be most useful because they tend to “lock”

_against the fell and are most easily discriminated

tactually: Ghiordes (including Azrgencinian, Rya,
Lark’s Head), Moroccan, Icelandic, Old French
(related Egyptian), Greek Soumak, Cavandoli
Soumak, Swedish Soumak, Oriental Soumak,
Double Oriental Soumak, Twining. Many blind
persons will find a flossa gauge to be an encum-
brance because it obstructs tactile access to the
fell during multiple color-textute changes. It
does, however, have the advantage of consistency
in pile length, ordering pile alignment,
eliminating post-weaving shearing, and securing
the pile during the placement of the succeeding
ground or foundation weft.

In addition, the following knots may. be
“tied” when stabilized by a flossa gauge: Sehna,
Spanish, Tibetan, Highland Guatemalan, Eigg
(related Czech), Boutonné, While the combina-
tion of high and low pile, ot of pile isolated on
a ground weave, is an effective manipulative
technique, one derives litcle benefit from com-
bining various high-pile knots in the same piece

. because the subtleties are usually obscured. Like-

wise, the pile rug weaver will discover that most
designs require some degree of exaggeration (dis-
tottion, magnification, or extension) to effective-
ly reptesent the proportional depiction to either

visual or tactile scrutiny.

In order to weave some techniques comfort-
ably, such as chaining, Argentinian, Czech,
Eigg, leclandic, Granitos, or Boutonné, the
weaver may want to modify the loom so the shed
temains open without petststent pressure applied
to the treadle(s). This will spare excessive fatigue
and enable extremely wide rugs to be worked
without uncomfortable stretching. '

Craftsmanship

That each fiber piece is unique is axiomatic.
However, each must conform to exacting and rig-
orous standards of craftsmanship, so that the ap-
plied technique transcends the materials to em- -
body the design. Good weaving demands atten-
tion to detail, functional thythm, and subliminal
awareness of all applicable parameters. The repe-
titious tying of thousands of similar knots must
not become cither distracting or enervating, be-
cause each element is an essential and integral
part of the gestalt matrix, and can impair the
wheole by its abetrance. The design, which em-
bellishes upon basics, should never neglect
finishing details as integral parts of the major
structure and the primary motif depicted. These
can be cardwoven argatch, patterned grounds,
woven or knotted decorative fringes.

Color Selection

The selection of color must be either interpretive
or abstract, mserpressve being those associative
colots conventionally assigned ro objects by the
sighted world, and afstract being those arbitrary
or emotive selections for which substitution ot
ttansmutation would be irrelevant to the design.
In practice, the blind weaver must communicate
the design's intent to an atde or assistant to assure
some modicum of colot relativity (ot, for those
with remaining color discrimination, to accept
the inherent distortions present in abnormal pet-
ception as a chatacteristic style}).

The blind weaver may need to accommo-
date any abstract chromatic representation with
tespect to relative availability of hues in specific
sizes, types, runs, counts, and compositions of
yatns. Thus, a project definition is arrived at by
a process of elimination in the determination of
priorities. Such is the case with fibet-textural dis-
ctimination in particular,

Adaptive Modifications
Used by Blind Weavers

Adaptive modifications preferred by blind
weavets arc effective for normally-sighted artists
as well. These include a foot-powered bobbin
winder to employ both hands in proper guiding;
higher-density reeds o facilitate good beating

60 O THE WEAVER'S JOURNAL




and permit segmental grouping and/or skip-
denting for orientation. Persons with presbyo-
pia, as well as some other visual impaitments,
would benefit from enhanced or directional
lighting, head- or castle-mounted magnifiers,
color-coded harnesses and/otr heddles, large-
print notes and instructions.

The blind weaver cannot afford the luxury
of disorientation because it is inefficient, distract-
ing, and taxing. It is better to anticipate inter-
ruptions (by working consistently to a personal
methodology for functional repetition, such as
shuttle placement, heddle pattern. groupings,
color or technique priofity, spring-clip markings,
unbeaten weft placement, etc.) than to impro-
vise solutions spontaneously. The blind hand-
weaver may use any of the following orienting
rechniques, singly or combined, for discetning
pattern or design placement:

L. tactile patiern markers: the use of spring-clips
or other contrivances to establish boundaries,
which are moved as weaving progresses;
2. textural differentiation: the use of disparate
yarn fibers, spins, and counts to isolate motifs;
3. segregated techniques or densities: the use of
contrasting properties to define motifs;
4. methodical or sequential counting: the use of
cyclical or linear repetitions, aided by a logical
treadling arrangement, or a consistent shuttle
format, or a counting device {abacus, number
cube, etc.} or moemonics;
5. tactile cartoon: the use of a photographic en-
largement, 2 raised-line and/or bold-line draw-
ing ot diagram on film or paper which paxallcls
the advancing warp;
6. ancillary pattern board: the use of a sup-
plemental plotting device which displays both
 the current position and the complete design,
separate from the loom but easily accessible:
7. dobby mechanism: the use of 2 mechanical or
electrical patterning device which, after pro-
gramming, automatically maintains the tread-
ling sequence for the basic or foundation weave.
Once the weaver has inculcated the skills

coincidental to the exemplary production of a -

fiber relief-mosaic, the only remaining qucsv:ion
is how to evoke continuing inspiration from one’s
milieu. That color videation** and interpolated
dcscrlptlons are useful guides is uncontested, but
they impose detachment and leave the creative
process passive and peripheral —a handicap no
artist can endure. For art to transcend convcntlon
and embrace spititual essence, the “vision” must
_ beso thoroughly internalized that the artist’s ex-
ptession can convey its meaning to other cultures
and other times without dilution by i intetpreters
and translarors. Blindness imposes a unique per-
spective upon the sensoty receptors, and, if
honestly ind passmnatcly represented in non-
.pateil tapestries, can vitiate unwarranted pity
and sympathy; and can enlighten ma.ny because
all of us are vulnerable.

Notes

1. The statistics fot American blindness have remained tela-
tively consistent in recent years, being average for a technolo-
gized culture. Depending upon the agency, its definitions
and intent, the sociometric data will vary from differing
sources due to survey methodology, demographic alterations
and distrtbutions, edology, remission, and fundmg The
preponderance of blind people {approximately ninety pei-
cent) de not conform to the stercotype of “1otal blindness"
since they retain residual vision to various degrees, which may
fluctuate due to medication, metabolism, or illumination.
2. Those persons introduced to weaving through rehabilita-
tion facilities or trained 1o petform repetitive “weaving” func-
tions in sheltered workshops are neither encouraged to ex-
plore construction/fabrication theory, nor 1o familiarize or
adapt weaving mechanics to improve competence and
efficiency. Thosé aspiring to independence ot proficiency are
‘'often patronized, denigrated, or subjected to various forms to
censute. of: The Making of Blind Men, A Study of Aduit So-
cigtization by Robert A. Scott, ©1969, Russell Sage Founda-
tion; #AG566 {02).
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HAPTIC to page 75,

The blind weaver
cannot afford the
luxury of
disonentation.

**uideation: (neologism) the
visualization of unseen or un-
manifest objects and scenes: may
be abstract, interptetive, repre.-
sentational, distorred, or exag-
gerared.
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Klara Johnson of Min-.
neapolis, Minnesota, with
the knitted cotton
bedspread that she made.

ohnson:

A Weavet's
Vision
Realized

by Connie Magoffin

ala

MAGINE A WEAVER having so many orders

that she hesitates to take another commis-

ston. That is the situation for Klara Johnson,

78, who has lived ai Ebenezer Sociery’s

Luther Hall, a long-tetm cate facility in Min-
neapolis, Minnesota, for the past eleven years.
What is even mote incredible is that Klara is com-
pletely deaf and blind.

Before 1 was first introduced to Klara I
couldn’t imagine trying to communicate with
someone who could neither hear nor see, My con-
cetns quickly vanished. Because Klara was not
born deaf, she can speak well and she is quite in-
telligent and asticulate. She offets several means
of communication. Fot those who do not know
braille or tactile finger spelling, you can prine
cach letter of the word in her hand or you can
type messages on her teletouch machine. While
Klara places her finger over a set of blunt pins,

- each lettet typed pushes the pins up to form the

corresponding bratlle letter. To facilitate the
speed of the conversation and to reassure you that
she understands, Klara usually repeats each
word. More often than not, she knows the word
from the first few letters and anticipates the sen-
tence from the first few words.

Klara began losing her sight at age seven;
she lost her hearing at age fourteen. In 1953,
while she could still distinguish color and shapes
if held closely and positioned properly, she
decided to pussue weaving as a source of income.
She attended the Lighthouse for the Blind in
Austin, Texas for six months. There she learned
the mechanics of weaving, a number of different
weaving patterns and received information on
yarn soutces. The Wisconsin Rehabilication
Department provided her with a Macombet
loom and the other necessaty equipment,

Klara is extremely independent and does
not see her limitations as a barrier to maintaining
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a high level of involvement in her areas of in-
terest. She does her own housekeeping and has
a busy daily routine which includes reading
about her favorite topic, current events, cor-
responding with numerous other deaf/blind
friends and, of course, weaving.

Independence in her weaving means that
Klara is involved in every step of her production
from scart to finish. She needs help winding the
30~50 yard warp onto her sectional beam, but
Klara ties the new warp onto the old one herself.
Her selvedges are straight (she does not use a
temple), the patterns are perfect. Klara jokingly
adds, “a perfectionist is one who takes great pains
and gives them to others!” When 1 asked her how
she knows where she is in her pattern if interrupt-
ed, she answered, “I just know.” When the rugs
ot placemats are done she knots the warp in
groups for fringe and only then again needs help
in trimming it evenly,

Ac first Klara had marketing problems and
she has had to make do with marerials she can
afford. She developed her own rug and placemat
samples, each carefully numbered for ordering
purposes. Her loom is always threaded in 2 Dou-
ble Diamond pattern because thac is what most
clients prefer, The color choices she offers have al-
- 50 been developed according to demand. She
learned 10 use a fine metallic thread as weft at the
school in Texas. For her placemats, she decided
to wind it togethert on the bobbins with another
weft for added strength. Braille labels allow her
to distinguish the yarn colors she needs for filling
her ordets.

When Klara moved to Ebenezer in 1976, it
was understood that along with Klara they were
accepting herloom, and they have always provid-
ed a home for both of them. She weaves in a
. small room thart also has storage space for her
materials. Klara and het loom have been partners
for over thirty years and her weaving has become
more than a source of income. It is an outlet for
creativity, a legacy, a source of pleasure, a way to

o
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Klara's line of placemar -
samples with both written
and braille labels.

Klara works on placemats
at her loom,

Connie Magoffin com-
municates with Klaea via
her teletouch machine.

pass the time, but it is also a friend and 2 com-
paticn,

The world of the deaf and blind can be a

lonely one, even for someone like Klara who is
constantly challenging herself, reaching out o
the world. Klara has found the inner peace and
uanquility that allows her the patience she
needs. The following poem which hangs above

‘her bed reflects two very important parts of her

life: religion and weaving.

Master Weaver

When gray threads mar life’s pattern,
And seem so out of line,

Trust the Mastet Weaver,

Whe Planned the whole design.

For in life’s choicest patterns,

Some dark threads must appear,
To make the 1ose threads fairer,
The gold more bright and clear.

The pattern may seem intricate
And hard to undecstand.

Bur trust the Master Weaver
And his steady guiding hand,

*
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PRODUCTS

Review

Handwoven Designer
Patterns
Simple Tops |0t —designed by Jean Scor-
gie (Loveland, Colorado: Interweave Press,
1986. $12.00.) Exciting and practical pack-
aging of the Handwoven Designer Patterns,
Simple Tops. in its sturdy, reuseable box
{12 x 9" x |") provides a forecast of a to-
tal and well planned complete pattern and in-
struction package for handweavers. Patterns
included are a loose-fitting, aval neck tunic
or dress, double-breasted top and an acces-
sory triangular scarf. Also available in the se-
ries are Overlays and Simple Skirts.

Open the box to find: |. A printed é-page
instruction guide; 2. A 32-page Designing to
Weave & Sew booklet; 3. Multi-size patterns

for the four versions; 4. Two yards of pat-

tern tracing cloth.

The multi-size pattern isintended as a per-
manent resource with the garment maker us-
ing the pattern tracing cloth for the actual pat-
tern. The multi-size lines and markings are
very clear and give a good visual explanation
of the pattern grading sizes 8 to 18.

The pattern tracing cloth is a transpar-
ent nop-woven material marked at |* inter-
vals. It is easy to work with and there is enough
included for making patterns of all garment
views except dress (lengthened tunic) and
scarf. Additional pattern tracing cloth is avail-
able at fabric stores.

The instruction sheets include design
ideas with sketches for highlighting of texture,
pattern and color; adraft and a set of instruc-
tions for using a Marguerite Davison weave
structure; pattern layouts; and brief, concise

_ construction instructions. '

The Designing to Weave and Sew baok-
letis a gem—a real treasure of information,
Use it in conjunction with the instruction
sheets for full elaboration and description of
seam finishes and finishing techniques. Itis filled
with all the vital information that a teacher
would want to share with a class of studencs
eager to create successful garments includ-
ing yarn selection (emphasis on creating fight-
er weight fabrics), sett chart, weave struc-
ture, weaving a sample, making a trial gar-
ment, weaving and finishing fabric, sewing,
seams and seam finishes and hems, crochet
and knit edge finishes.

Located conveniendy on the box back
is 2 comprehensive chart indicating various fin-
ished measurements of the garment pieces and
also the widest measurements for pattern

pieces for both lengthwise and crosswise lay-
outs.

The easy narrative style used throughout
promotes confidence of working with hand-
woven fabric. For *‘first-time’’ garment
weavers there is a wealth of information. For
experienced garment weavers the presenta-
tion may confirm many of your own best-
from-experience approaches and is certain to
add many valuable details to your ownreper-
toire of creative solutions for sewing with
handwaven fabric.

Ruth Arnold
Ruth Arnold is a Twin Cities weaver, teach-
er, seamstress and designer of handwoven
clothing.

News

Catalogs

Cerulean Blue, Ltd. of Seattle, Washing-
ton has just printed its 1987 catalog. The cata-
log offers basic description, prices and tech-
nical information as well as safety precautions,
alternate applications, adaptations for produc-
tion studic and school use plus photos of

-works of artists using their products. Avail-

able far $3.50 (U.S. funds only} from Ceru-
lean Blue, Ltd., P.Q. Bax 21 168, Seactle, WA
98111-3168.

Handweaving

Kitty and Jim Smith, owners of Keelor Hand-
weaving of Arrow Rock, Missouri special-
ize in the preservation of the handweaving of

colonial times as a utifitarian art/crafc, Forin-
formation: Keelor Handweaving, Arrow
Rock, MC 65320-0008.

Weaving Equipment

AYL Loomsannounces its retail line of hand
and fly shuttles with the following features:
adjustable tensioner at the tip, fixed bobbins,
andinterchangeable tensioners. For informa-
tien: AVL Looms, 601 Orange Street, Chi-
co, California 95928,

Yarn

Green Mountain Spinnery now offers a
luxury yarn of 30% mohair/70% wool. The
mohair, all from New England, is shorn from
yearling angora goats, then hand-scoured at
the mill in Putney, Vermont. For information:
The Green Mountain Spmnery. Box 568, Put-
ney, VT 05346,

Marr Haven was recently featured in the
January | 987 issue of the Greater Kalamazoo
Business Digest. Marr Haven features luxuri-
ant yarn from their flock of purebred Ram-
bouillet Sheep, raised in Allegan County,
Michigan. For information: Marr Haven, 772
39th St.. Allegan, MI 4%010.

Robin and Russ Handweavers features
silk in cheir latest sample sheet, #467. includ-

_edare 3-ply Chinese silk noil, Bourette, Tus-

sah, roving type spun silk. For information:
Robin and Russ Handweavers, 533 N. Adams
St.. McMinnville, OR 97128.

IN THE NEXT

Summer Special on

TAPESTRY

ISSUE

Articles on: Featuring - Al mcludwed + b
Contemporary U.S. Nancy Harvey, Nancy - ; V'fgmzbng 5
tapestry weavers, tradi- Arthur Hoskins, Victor .ﬂm e
tional and ethric tapestry Jacoby, Joan Renne, : AT
techriques, and tapestry Michael Hitcheock, Lucy Phyllis Waggoner's two-
dothing. -Anne Jennings, and the block rug, ,
Ramah Navajo Weavers, * Fivishes/Shared Tradt-

tons: Finihing tapestry.
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LL LOOMS need periodic
cate. An annual “tune up”
will ensute stmooth operation
of mechanical functions and
also that no problems are de-

veloping. A new loom should also re-
ceive 2 check-up —especially if it has
been recently moved—if only to see
that all of the shafts and cotds are
atigned cotrectly. Even if your floor
loom spends most of its life as a beauti-
tul piece of furniture, it still needs some
care 1o maintain it so that it will be
ready 10 weave when you are. A few
minutes spent in precautionary work
could save you a great deal of time larer
on when you are weaving that prize
winning project.

You might think, “Well, since my
loom is a Gibraltar 12, it never requires
maintenance.” A floor loom is 2 ma-
chine and machines need care and at-
tention to function at their highest
potential, Perhaps you have noticed
that your Gibralear 12 now takes a litile
mote cffort than ir used ro to give a
good open shed. Maybe you hear litde
scraping or squeaking sounds that were
110t present a ycar ago.

I like to work wizh my loom so I do
not tush through my annual main-
tenance routine, which could be called
S.T.A.LL.—square it, tighten it, ad-
just tt, level ic, lubricate it.

Square the loom frame

Hold 2 large carpencers steel frame
against the inside corner of the rear of
the loom. Check to be sure that it is
square, that is 80°. Any zngle other
than a true 90° could creare problems
such as increased friction, bearing wear,
and warp misalignment. i you do not
have a steel square, or if the construc-
tion of the loom frame prevents the use
of one, a measuring tape can be used 1o
check for squareness, Measure diag-
onally through the castle from the in-
side left rear corner of the loom frame o
the inside right front corner. Now mea-
sure the opposite diagonal from the in-
side nigh tear corner to the inside left

Maintenance

by William Koepp

front corner. Compare the resules and if
the figures matich, the loom frame is
truly square. If not, one end of the loomn
frame has to be moved slightly to bring
it'back 1o square. To do this, loosen the
frame bolts, screws, or wedges, and
carefully move one end of the loom
sideways about one inch. Now remeas-
ure the frame diagonals and if they
match, tighten the boles firmly.

Tighten the loom frame

Check all of the frame bolts to be sure
that they are of the same tightness, or
torque. Be sure not o over-tighten, as
this will damage screw threads. To
tighten any fastener, use the correct rool
or wrench thae fits the bolt or screw in
order to avoid damaging the fastener or
the finish of your loom, should the 100l
slip under pressute,

Do not use phlers on your floor
loom. They leave marks wherever they
grip, so use them only for mending
fences or other outdoor activities, bur
not for loom maintenance. If your loom
has Phillips, hex or square drive
fasteners, these screwdrivers are avail-
able in hardware stores or from mail or-
der supplicrs. Keep all of the tools for
your loom with your other weaving im-
plements.

Some floor looms use tenons and
wedges instead of bolts. Sometimes
these wedges need regular harmmering
with a rubber or plastic mallet (a steei
mailet can split a wedge) to keep them
firmed up. The tenon itself is not a fas-
tener, but an anchor point. Only the
wedge should move so It is the part that
needs attention. You might also try
some “Chair-loc™™ or “Swel-Lock™ on
the wedge. This liquid swelis the wood
cells 1o hold the partsin a tight grip, buc
it1s not a glue. Eye protection should be
used, so read the directions carefully.

Adjust the loom

If you have a ratchet and pawl on your
warp or cloth beamn, check the pawl 10

see if it has worked loose. You might
consider adding a second pawl half a
step behind the first pawl ro give you a
finer adjustment. Be sure that each
pawl alternares holding the raicher in
place.

Check the treadles. Do you like
the angle? Sometimes the treadle angle
can be changed, which may mean mak-
ing new tie-up cotds or chains.

Treadle the tabby sheds, checking
to be sure that you have good shed. If

Some basic loom maintenance provisions.

one shaft is low, adjuse your de-up
cords. If this adjustment cannot correct
the problem, and if you have jacks you
may be able to add a new hole in the
jack 1o ratse che shaft higher. However,
this is 2 drastic measure. If the loom
sheds were uniform to begin with,
check out other possible solutions to
this problem first.

A good adjustment point on a

=\

Ratcher and pawl mechanism.
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counterbalance loom is the cord or
chain between the shaft and the lamm.
Merely tutning a screweye will give
some adjustment.

Adjust the warp beam brake so
that it holds firm when you want it to.
If a friction brake is slipping, a small
amount of powdered rosin will proba-
bly stop the slipping. Achletic suppliers
sell powdered rosin for gymnasts.
“Cramer” Rosin™ is made by Cramer
Products in Garner, Kansas 66030,

Check the loom for any damage., If
the leom (not the weaver) has a loose
screw that will not tighten, temove it.
Cuta piece of toothpick long enough 1o
reach cthe bortom of the hole. Coat the
wothpick with Alphatic Resin™ glue
(yellow woodwotkers glue) and put it
into the hole, large end first. After 24
hours you can replace the screw and it
should tighten up. Do not use an epoxy
glue to fixa loose screw or bolt, as it rare-
ly solves the problem for very long.

A loose bolt caused by an oval-
shaped hole should be artended to, asit
will always cause problems. If the bolc is
one of the common %" variety, you
may be able to drill the hole out to %s”
and replace the % ” bolt with a %4s”
bolt. If the only problem is a nut or
wing nue that is forever loosening, re-
place it with 2 locking nut thac has a ny-
lon insert designed to hold under vibra-
tion. You can also put a drop of Lock-
tite™ on the bolt threads, which will
help secure the nut. This product is sold
in auto-supply stotes in a small squeeze
bottle.

If your loom has a beating hole
that has worn to an oval shape, it is time
to fix it. One way to do the job is to glue
a short dowel into the original hole us-
ing Alphatic Resin™ glue. Since the old
hole was worn oval, there will still be a
small space below the dowel. After 48
hours you should drill chrough the re-
maining space and glue in a shore dowel
to close up this space. Let this second
dowel dry for 48 hours. Sand everything
flush with the frame and oil ot finish the
area to match the rest of your loom.
Now you are ready to make a new bear-
ing hole.

/[

//

Oval-shaped bearing holes. Beanngs have
shifted into worn areas.

Using the measurements of the
original hole, drill into the dowels, refit
the bearing and replace the cloth or
watp beam.

Heddles get old and worn, wheth-
er made of wite or string. Replace any
heddtes that lock bad befote they break
during weaving. Wire heddles require a
lot of hardware 1o hold them onto the
shafts. Check every little piece of this
systern, and remove excess heddles. Re-
move any repaired heddles you may
have used, replacing them with new
ones. Siring heddles, too, should be
replaced if they look misshapen or
fuzzy. If your shafts slide in grooves,
lightly wax the grooves and check the
shafts for any defects.

Level the loom

Place a small level, perhaps a foot long,
on the horizontal members of the
frame. Watch the bubble 1o see which
end is higher. Be sure that the watp,
back, breast and cloth beams are all lev-
el, and thus, parallel. If you own a very
old floor loom, level the warp and cloth
beams under tension to check for aval
bearing holes, especially wich wooden
beatings, as they tend te wear in the
direction of the force. Shim up any
short legs, if necessary, using a material
that is not slippery, so the loom will stay
in place while weaving. If you have a
counterbalance loom, level the rollers
and check to see that the cords all wrap
around the rollers in the same direcrion.
Now level all of the shafts, adjusting che
tie-up cords where necessary.

Lubricate the loom

Lubrication should be used sparingly on
bearing surfaces. You could go out into
the garage, get the old oil can and squirt
some 30 weight oil here and there —
right? No! Take some time to deter-
mine the kind of lubricant to use for
each part. There are many light oils on
the market. Some are “penetrating” oils
that ate mainly designed to loosen rusty
beles, and are too thin for our purposes

Onginal hole and worn area to be drilled.

{unless you 4o have a rusty part on your
loom that is frozen tight).

A “sewing machine” oil is com-
monly available, and hobby shops sell
little oilers for model trains. These have
a long thin spout that is very handy o
use. For heavier work such as the main
beam bearings I like to use a white
grease called “Lithium™ in a squeeze
tube, and a silicone whire grease stick,
both from Panef Manufacturing Co.,
Milwaukee, WI 53218.

A little lubricant goes a long way
indeed, and a dot of grease stays pur—it
does not run or drip. Petroleum jelly is
not designed for this use. 1 do not sug-
gest it for a loom because ir melts in a
watm room and will man out of 2 bear-
ing. And, of course, you should nos put
any lubricant into a friction brake, be it
a wire, rope or a strap brake.

If the loom has a wood-to-wood
bearing surface anywhere, force wax in-
to the bearing, not grease or machine
oil. If the treadles, harness frames,
lamms, or jacks mab against other sur-
faces wax them in these areas. A paste
wax such as Johnsons,™ is good for this
purpose.

I'am not telling you to dismantle
the entire loom to get at every last sur-
face. As you look at a loom part ask
yourself, “Does it turn?” If it does, fric-
tion is generated and thus, wear.

Sealed ball bearings need no care
other than replacement when they wear
out. Ball bearings that ate not seated
may have a prease fitting on them.
These are a heavy duty type of bearing.
Some bronze bearings have an oil cup,
and some use a plastic plug or a rubber
port for the oil intake. The most ob-
scure oil point to locate is the tiny un-
marked hole that may be fiiled with lint
or covered with paint. Hopefully there
will be some hintin the owner's manual
to guide you to it. As you find these
fittings, make 2 note of their locations
for future reference.

Other items to check

Check the reed. Does it have any bent
blades o1 rust? There are some good rust

Dowel glued into

onginal hole area.

—Second hole drilled and
second dowel glued in

place.

66 [T THE WEAVER'S JOURMNAL




dissolvers available, “Naval jelly” being
one choice. With any of these products
use cye protection, rubber gloves and
follow directions. Remember, if it is a
really beat-up reed it may be wiser to re-
place it. In humid climates it is worth
the small extra charge to order a reed
made of stainless steel to avoid rust
problems,

If you happen to find a used reed
that is too long, you can pry off the caps
from one end and cut the reed top and
bottom with a hacksaw to the tequired
length (about %" longer than the
desired weaving width). Remove one or
two blades so that the end caps will fit
back into place. Add 2 bit of glue (con-
tact cement of another glue intended
for use on wood} and reassemble.

If you own a contremarche or
counterbalance loom, kneel down and
sight through the shafts, checking the
heddle alignment with the breast and
back beams. Adjust the harness level if
necessary.

A good finish is impottant on a
loom because wood is not a static mate-
rial. The leng thin cells in wood absorb
and release moisture from the air, caus-
ing loom components to expand or con-
tract as a function of its moisture con-
tent. Not all finishes are good moisture
batriers, however, I use Deft™, 2 lac-
quer/sealer finish that goes on fairly
casily. Several coats (usually four or five)
are needed 1o give 2 smooth surface
with the last three coats well rubbed
with fine steel wool. Do your wood
finishing out of doors to avoid fumes
and follow the directions exactly.

Most looms start out as £iln-dried
wood, which means the moisture con-
tent of the wood has been brought
down to about 3% in a drying oven.
This dty wood is then cransported,
stacked, transported again, cut and

BEST
BETTER
PROTECTION
\ MODERATE
LOwW

Finishes as Moisture Barriers

Varnish—urethane
Varnish-urea alkyd

Lacquer

Shellac

Qil—penetrating* *Depends on
number of

Oil—linseed” coars applied.
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Curve shows the approximatc relationship bet-

ween relative humidity and equilibrinom mois-

ture content for most woods. Courtesy of Fine

Woodworking, The Taunton Press, Newiown,
CT 06470, :

finished by which time it could have
picked up warer vapor, bringing the
moisture content up to perhaps 12% in
ahumid area. Ki/n dried is not a perma-
nent state, merely a creatment, A floor
loom standing in a heated basement
room in winter is in a dry climate, buz
the same basement room in summer
will be more humid,

This temperarure and humidity
Ructuation may loosen the joints, make
parts rub, cause internal or external
splitting and encourage rust. Keeping
track of the relative humidity in your
weaving room can be done with an inex-

pensive hygrometer. Keeping the hu-
midity within reasonable limits will be-
nefit your loom, your favorite furniture
and perhaps also your temper,

My grandmother kept 2 big pan of
water on the stove in the winter, but
now ather methods are available o ad-
just the bumidity inside your home.
The cells of the wood are responsive to
the water vapor in the air, so it is partial-
ly the air that controls the tightness of
your loom jeints and the rigidity of the
loom frame,

To quote Practical Loom Fixing,
by T. Nelson, “Efficient weaving de-
pends on the looms. Every part must be
nicely adjusted and work in harmony
with othet parts . . . all lost motion
should be taken out.”

As you weave, your muscles push
and pull against several forces, friction
being one of these. If some friction and
extraneous movement can be alleviat-
ed, the weaving requires less effort and
goes on smoothly to the end.

Mail Ocder Suppliers

Glue, Chair-loc, Fimishes: The Woodworkers'
Store, 21801 Industrial Blvd., Rogers, MN
53374,

Hygrometers, oilers, Chair-Loc: Klockit Co. P.O.
Box 629, Lake Geneva, W1 53147,

Attention Teachers

If you would like to be notified about
our next Teachers Directory advertis-
ing supplement, please send a post
card with your name and address to:
The Weaver's Journal, P.O. Box 14238,

St. Paul, MN 55114.

Two Blade Drawing-in Hook
CUTS THREADING TIME IN HALF

Special Offer:

Handloom Weaving Technology
by Allen Fannin  $20.00 post paid

SEND FOR BROCHURE

LOOM TOOLS, PO. Box 32795, Detroit, M 48232
formerly A Westside Weaver
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CALENDAR

EXHIBITS, FAIRS,
FESTIVALS

ARIZONA

Flagstaff: 'Fibers Celebrated,"” a juried fi-
ber exhibit in conjunction with the Intermoun-
tain Weavers Conference, will be held at the
Northern Arizena University Art Gallery, July
I-August |, 1987,

ARKANSAS

Mountain View: the 25th annual Arkansas
Folk Festival, featuring the QOzark Foothills
Craft Guild"s Spring Show and Sale, will be held
April 17-19, 1987 in Mountain Yiew.

CALIFORNIA

Monterey: The Monterey County Fair Wool
Show will be held August J1-16, 1987.
Orland: The Glenn County Fair Sheep &
Wool Show will be held june 11-14, 1987,
Events include the national handcrafted wool
showcase.

CONNECTICUT

Guilford: Guilford Handerafts Exposition,
July 16, 17, 18, 1987 at Guilford Green.
Guilford: *'A Birthday Celebration,” in hon-
or of the 30th birthday of the Guilford Hand-
crafts Exposition and the 20th birchday of the
Guilford Handerafts Center, May 3-May 23,
1987 at The Mill Gallery, 411 Church St.

DISTRICT OF COLUMBIA

Washington, D.C.: "Turkish Treasures:
Highlights from the Cellection,’” featuring the
Textile Museum's Turkish rugs, opened De-
cember 16, 1986 and will run through sum-
mer, 1987 at the Textile Museum.

Washington D.C.: ''First Flowerings: Ear-
ly Virginia Quilts,”" July 20-Oct. | [, 1987 at
the DAR Museum, 1776 [ 5t. NLW.

HAWAII

Honolulu: “*WeARTable," an exhibition of
handwoven garments, sponsored by the Ha-
waii Handweavers Hui, will be held March
31-April 18, 1987 at the Kirsch Gallery of
Punahou Sc¢hool, Henolulu.

ILLINOIS

Bloomingdale: ‘‘Needle Expressions
1986, June | -June 26, 1987, Bloomingdale
Park District Museum,

Chicago: ''Historic Textiles and Pottery
from Sub-Saharan Africa,’” March 20-April
24, 1987, "'Art of Oceania,”' May | -June 30,
1987 at Douglas Dawson Gallery, 341 W, Su-
perior.

INDIANA

Columbus: The Bartholomew County
Historical Society announces a craft show at
the Breeding Farm, County Roads 800N and
100, May 30-31, 1987,

Fort Wayne: Festival Arts and Craft Show,
July 11 & 12, 1987 at Freimann Park, down-
town Fort Wayne.

KANSAS

Kansas City: "Fibre Trends '87,"" the an-
nual juried membership exhibit sponsored by
the Fiber Guild of Greater Kansas City will
take place April 2-30, 1987 at Union Hill Arts,
3013 Main 5t., Kansas City.

Wichita: ‘'Fiber R/evolution,” May | 5-June
15, 1987 at the Wichita Art Museum.

KENTUCKY

Bowling Green: "Needle Expressions
1986, April |3-May 8, 1987, The Jackson
Museumn, Kentucky University.

MARYLAND

Hagerstown: The Washingten County
Museum of Fine Arts will present a weaving
show in the Ceramic Gallery during the month
of April.

MASSACHUSETTS

Cambridge: ‘“Wearables: Creative Knits by
Robin L. Bergman & Fine Wovens by Nan
Rogers,”* April 7-May 30 at Friends Gallery,
383 Huron Ave. {617) 547-1267.

Pittsfield: ''Shaker Workmanship 1987, a
juried exhibition showcasing recent pieces by
contemporary craftspeople whose work
reflects the designs and skills of the Shaker
community industries will cake place May
31-Seprember 30, 1987 at Hancock Shaker
Village, located on Route 20, five miles west
of Pittsfield, Massachusetts.

MINNESOTA

Minneapolis: *‘Tradition, Fashion and Pres-
tige: Elements of Asian & Alrican Dress,"* Apr.
3-May 2, 1987 at Indigo, 212 3rd Ave. N.
Minneapolis: ‘‘Pattern Threads: lkat Tradi-
tions and Inspirations,”’ June 28-September
6, Minneapolis Institute of Arts,

St. Paul: The Raymond Avenue Gallery, 761
Raymond Ave. features a continuing exhibi-
tion of crafts and photography by twelve lead-
ing Minnesota aruists. ncluded are fiber artists
Maric Lee Kucera, Mary Anne Wise and Man-
cy Gipple.

St. Paul: "“The Magic Knitcing Needles of
Mary Walker Phillips,”* March [5-May 10,

1987 at the Goldstein Gallery of the Univer-
sity of Minnesota, St. Paul Campus.

NEW MEXICO

Los Alamos: Fuller Lodge Art Center .
presents the following exhibitions in 1987:
April 3-May 3, Second annual juried **Que Pa-
sa: Artin New Mexico™'; May B-31, "“Tex-
tures,” including the work of weaver Irene
Yesley; October 2-November |, "Personal
Images,” including the hand-made paper of
Dana Salmond.

NEW YORK

Binghamton: '‘Goddesses and Their Off-
spring,’” an exhibit of |9th and 20th century
Eastern European embroideries will be held
February 8—April |9 at the Roberson Cen-
ter for the Arts and Sciences, Binghamton.
Lockport: The Weavers' Guild of Buffalo,
New York Fiber Show, April 26-May |7,
1987 at Kenan Center, Lockport, New York.
New York City: “'Fiber R/evolution," July
| -Seprember 5, 1987, American Craft
Museum.

New York Clty: “'Folding Fans from the
Cooper-Hewitt Callection,”” February
3-May 31, 1987 at the Cooper-Hewitt Muse-
um, 2 East 91st St.

OHIO

Columbus: "*Garment Design: In Celebra-
tion of Body & Soul,’” a month-long celebra-
tion will be held in June, | 987. Eventsinclude
a statewide exhibition at the Columbus Cul-
tural Arts Center, May 30-June 28, 1987; a
national invitational exhibition, May 30-June
28, 1987 at Ohio Dominican College, Wehrle
Are Gallery, an ethnic garment exhibition,
June 6-28 at the Artreach Gallery. Zandra
Rhodes will have a one-woman exhibiton, May
30-June 28 at Gallery 200.

Oberlin: The Loom Shed will sponsor its Sth
Annual Handweaving Show, May [ 7-31, 1987
at the Loom Shed, 278 5. Pleasant S¢.,
Oberlin.

OREGON

Portland: “'From Ancient Roots: Contem-
porary Basketry,'' September 24—November
5, 1987 at the Oregon School of Arts and
Crafts, Hoffman Gallery.

Salem: The grand opening of the finishing
room exhibition at the historic Thomas Kay
Woolen Millwill take place June &, 1987. This
is the second phase of the Woclen Mill Muse-
urm and showcases the finishing processes for
wool fabric.
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RHODE ISLAND

Bristol: ''Costume as Communication: Eth-
negraphic Costumes and Textiles from Mid-
dle America and the Central Andes of South
America,'’ March—-December, [987 at the
Haffenreffer Museum of Anthropology,
Mount Hope Grant, Bristol.

TENNESSEE

Gatlinburg: The Arrowmant Spring Faculty
and Staff Exhibition will be held February
20-May 2, 1987,

VIRGINIA

Alexandria: ''Color, Texture, Form: Fiber
'87"", Potomac Craftmen’s annual fiber show
will be hefd at the Torpedo Factory Art Cen-
ter, 105 North Union Street, May 13-29,
1987,

WISCONSIN

Madison: The first annual spring sale of the
Madison Weaver’s Guild will take place May
2-3, 1987 at Hilldale Mall, Midvale Bivd., Madi-
son. The annual exhibition of the Madison
Woeaver’s Guild will take place May 1-29,
987 at the Lutheran Campus Center, 325
N. Mills St., Madison.

Neenah: “‘Facets. Fiberworks by joyce Mar-
quess Carey,”” May 25-June 21, 1987 at the
Bergstrom-Mahler Museum of Art.
Sheboygan: “'From Hardanger to Harleys.
A Survey of Wisconsin Folk Art,"” will be heid
March 8-May 17, 1987 at the John Michael
Kohler Arts Center. Alsc at the Center, the
[ 7th Annual Qutdoor Arts Festival, July 18
and 19, 1987.

Whitewater: **A Celebration of Creativi-
ty,” the | 2th anhual fiber and textile exhibit
sponsored by the Whitewater Spinners and
Weavers Guild will be held July 20-August 7,
1987 at the Crossman Gallery, University of
Wisconsin-Whitewater.

WYOMING

Douglas: '* | 987 Fiber Affair,” June 18-20
at the fairgrounds in Douglas.

CANADA

ONTARIO

Toronto: An exhibition of baskets by Brit-
ish basketmaker Lois Walpole opens at The
Craft Gallery of the Ontarie Crafts Council
April | and will run until May 3, 1987.

CONFERENCES

ALABAMA
Auburn: Alabama Fiber Conference of

1987, sponsored jointly by the Auburn Fiber -

Guild and Auburn University School of Home
Economics will be held August 13-16, 1987
at Auburn University, Ken Weaver is the fea-
tured speaker. For information; Linda Silvern,
143 Norwood Ave., Auburn, AL 36830 (205)
B887-7534.

ARIZONA

Flagstaff: The Third Biennial Intermeountain
Weavers Conference will be held on the cam-
pus of Northern Arizona University, July
16~20, 1987. Keynote speaker will be Anita
Mayer. For information: Lois Fronk, |04
Stover St., Ft. Collins, CO 80524,

CALIFORNIA

Los Angeles: The | 6th Biennial Conference
of Southern California Handweavers,
""Threads of Time,"" will be held at the UC-
LA campus and the Los Angeles Airpart Hil-
ton, July 7 through 12, 1987. Dates include
pre-conference workshaps. For information:
CSCH '87, P.O. Box |94, Pacific Palisades,
CA 50272, _

Mendocine: The 4th International Fiber and
Fungi Sympasium and Exhibition will be held
january 11-15, 1988 on the Mendocino coast.
An exhibit of mushroom-dyed fiber art will
open January 9, | 988 at che Highlight Gallery
in Mendocine. For information: Miriam Rice,
fnternational Mushroom Dye Institute, Box
703, Mendocine, CA 95460.

COLORADO

Denver: “'Fashion Fabrics 2,"* a forum spon-
sored by nterweave Press on designing and
weaving fabrics for apparel, will be held on

May 21-24, | 987 at the Westin Hotel in Den.

ver. For information; SASE to Interweave Fo-
rum, 306 Washington Ave., Loveland, CO
80537. Canadian residents may call (303) 669-
7672 to request information.

FLORIDA,

Maitland: The Florida Tropical Weavers
Guild will hold their annual conference, April
24-26, 1987, at the Sheraton Hotel in Mait-
land. Albertje Koopman is the keynote speak-
er with fashion show commentary by Nancy
Harvey. For information: Kathieen Lee, 738
Wildmere, Longwood, FL 32750.

KANSAS

Lawrence: "“Crossroads ‘87, the Midwest
Weavers Conference will be held ac The

University of Kansas, Lawrence, June 5-7,
1987, Sponsored by the Kansas Alliance of
Weavers and Spinners, featured speakers will
be Albertje Keopman and Lois Ericson, For
information; Bill Dysinger, 207 3rd Ave.,
Leavenworth, KS 66048,

KENTUCKY

Berea: The Precious Fibers Foundation has
announced the presentation of The National
Fibers Cotrage Industry Cangress, to be held
at Berea College in Berea, Kentucky, May 27,
28, 29, 1987. The conference will concen-
trate on preparing people to be in the fiber
cottage industry. Speakers include Allen Fan.
nin, Linda Berry Walker and Paula Simmons.
For information: Precious Fibers Foundation,
Inc.,P.O. Box 511, Berea, KY 40403. {608)
986-1495,

LOUISIANA

Baton Rouge: Gulf South Fiber Conference,
""Cotton Daze—Summer Haze, " june 24-128,
1987 Spansored by the Bayou Yarn Benders
and Baton Rouge Fiber Guild. For informa-
tion: Mary Lynn Jackson, 9326 Cal. Rd., Ba.
ton Rouge, LA 70809,

MASSACHUSETTS

Amherst: The 1 7th Biennial New England
Weavers' Seminar will be held July 20-23,
1987 in Amherst. Featured speakers include
Allen Fannin, Diane Itter, Malin Selander, Nell
Znamnierowski, Ed Franquemont and Patrice
George. Pre-conference workshops will be
held July 17-19. Feor information: Kathryn
Bardwell, R.D. Box 291, Craryville, NY
12521.

MICHIGAN

Ann Arbor: ‘' Divergence ‘87 —Pattern with
Panache,” the 1987 conference of the Michi-
gan League of Handweavers will be held June
I2-14, with workshops following on June
I5-17, 1987 at Concordia College, Ann Ar-
bor. Speakers include Helene Bress, Lenore
Davis and Victoria Rabinowe Oppenheimer.
For information: Mrs. Pat Chipman, 5015
Brookside Drive, Jackson, M 49203,

MINNESOTA

Minneapolis: The Textile Council of the
Minneapolis nstitute of Art will sponsor **Art-
wear "87,” April | -4, 1987 Featured speaker
will be Zandra Rhodes. For information: The
Textile Council, Minneapolis Institute of Art,
2400 Third Ave. 5., Minneapolis, MN 55404,
(612) B70-3047.
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Virginia: The Range Fiberart Guild is host-
ing the annual conference of the Minnesota
Federation of Weavers and Fiber Artists, Sep-
tember 25-27, 1987, Featured speakeris Nell
Znamerowski. For information: Kathy Ren-
sink, 3205 2nd 8t. W, Aurora, MN 55705.

NEW JERSEY

Montclair: The MidAtlantic Fiber Associa-
tion 1987 conference willbe held July 1012,
with preconference workshops July 8- 10, at
Montclair State College. For information:
Harriet Serenkin, 57 W._68th St., New Yark,
NY 10023.

NEWY YORK

Chautauqua: The Eastern Great Lakes Fi-
ber Conference will be heldMay | |17, 1987
at Chautauqua Institution. Featured speaker
is Malin Selander. For information: Mrs.
Rachel Robertson, 44 Glade Ave., Warren,
PA 16365.

RHODE ISLAND

Bristol: The Haffenreffer Museurn of An-
thropology, Brown University, announces a
symposium, ‘'Current issues in Echnographic
Costume and Cloth: Middle American and the
Central Andes of South America,"” in March,
1987. The symposium will coincide with the
opening of the exhibition '‘Costume as Com-
munication.’” For information: Margot
Schevill, Haffenreffer Museum of Anthropol-
ogy, Mount Hope Grant, Bristol, RI 02809.

TENNESSEE

Smithville: The Appalachian Center for
Crafis and Shereen LaPlantz will sponsor a
conference at the Appalachian Center for
Craftsin Smithville, August 10— 4, |987. For
information: Shereen LaPlantz, LaPlantz Stu-
dics, 899 Bayside Cutoff, Bayside, CA 95524,
(707) 822-6009.

WASHINGTON

Coupeville: '‘Fiber Forum,"” sponsored by
the Coupeville Arts and Crafts Festival Associ-
ation, will be held September 18-20, 1987
at the Coupeville Arts Center at Coupeville
on Whidbey Island, near Seattle. For infor-
mation: Coupeville Arts Center, P.O. Box
611, Coupeville, YWA 98239 (206) 678-4606,

CANADA

BRITISH COLUMBIA

Vancouver:The |3th Biennial Conference
of the Association of Northwest Weavers’
Guilds, “'Fibres Forever,”" will be held June
20-28, 1987, at the University of British
Columbia, Vancouver. The keynote speaker
will be Virginia West, For information; Allen
Sanderson, 4535 &5t 5., Delta, B.C., Cana-
da V4K 3X6 (604) 946-1883,

ONTARIO

St. Catherines: The Ontario Handweavers
and Spinners Conference 1987, ‘'Pot-pourri
"87." will be held May 22-24, 1987 at Brock
University, hosted by the Niagara Hand-
weavers and Spinners. For information: Es-
ther Teal, 261 3 Ott Road, Stevensville, On-
tario LOS 150 Canada.

NEW ZEALAND

Christchurch: “'National Woclcrafts Fes.
tival Canterbury—- 1987, the annual festival
of the New Zealand Weavers and Spinners
and Woolcraft Society, will be held May
t2-16, 1987 at Lincoln College, near Christ-
church. For information: Jackie Bain, Naticnal
Woolcrafts Festival, Canterbury 1987, Pri-
vate Bag, Sumner, Christchurch, 8, New
Zealand.

TO ENTER

Deadline May 11, 1987 for slides for "*Night
Screams/Day Dreams,'" a national juried ex-
hibition in all mediums to be held Octeber
9-November 5, 1987.. For information:
*‘Night Sereams/Day Dreams.”’ Galeria Me-
sa, P.O. Box 466, Mesa, Arizona 85201-
0904, (602) 834-2242.

Deadline May 30, 1987 for slides for " Ac-
cess to the Arts'” 7th annual juried fiber show
to be held July | 2-August 7, 1987. Open to
11.5. residents. For information: legal size
SASE to Adams Memorial Gallery, 600 Cen-
tral Avenue, Dunkirk, NY 14048, (716}
366-7450.

Deadline May 31, 1987 for inclusion in the
1987 Goodfellow Christmas Catalog. This is
a retail mail order catalog of handmade itemns
mailed free to ca. 40,000 shoppers. For in-
formation: send legal size SASE te Goodfel-
low Catalog Press, P.O. Box 4520, Berkeley,
CA 94704 or (415) 845-2062.

Deadline June 20, 1987 for *' A Celebration
of Creativity, the | 2th annual fiber and tex-
tile exhibit sponsored by the Whitewater Spin-
ners and Weavers Guild, July 20-August 7,
1987 in the Crossman Gallery, University of
Wisconsin-Whitewater. For information: Jac-
queline Nicholson, Rt. 2, 541 Main St., Ea-
gle, Wisconsin 53119,

Deadline July | for ‘‘Wearable Art Show,"’
a juried competition sponsored by the
Bellevue Art Museum, Bellevue, Washington.
This is an annual event open to textile artists
in the United States. All art should be avail-
able for sale. Forinformation: LaMar Harring-
ton, Director, Bellevue Art Museurn, 301
Bellevue Square, Bellevue, WA 98004,

Deadline July 14, 1987 for “'Spotlight "87:
Southeast Crafts,” a juried exhibiton spon-
sored by Arrowmont School of Arts and
Crafts and the Southeast Region of the Ameri-
can Craft Coundil, to be held Cctober
| 5-Drecember 2, 1987. Open to artists 18
and over living in Alabama, Florida, Georgia,
Kentucky, Louisiana, Mississippi, North Caro-
lina, South Carolina, Tennessee, Virginia or

West Virginia. For information: Margaret
McGavin, Spotlight ‘87, Arrowmant School
of Arts and Crafts, P.O. Box 567, Gatlinburg,
TN 37738,

Deadline August | for “'Fibers Minnesota
'87." the 3rd annual show and sale for fiber
arts and *‘Artbreak '87,"" a runway artwear
show to be held in canjunction with Fibers
Minnesota 'B7. All accepted exhibitors in
Fibers Minnesota may exhibitin Artbreak '87;
it is also possible to apply only for Artbreak
'87. For information: Fibers Minnesota, c/o
Minnesota Crafts Council, Hennepin Center
for the Arts, 528 Hennepin Ave., Suite 308,
Minneapolis, MN 55403.

Deadline August | 7 for “'The Doll Show, "
at the Mill Gallery, Guilford Handerafts Cen-
ter. Open to all eraft media. For information:
SASE to The Doli Show, Guilford Handcrafts,
Inc., P.Q. Box 221, Guilford, CT 06437, attn,
Amy Lentz or Patricia Seekamp.

Deadline September 4, 1 987 for *'Kansas
Fiber Directions '87, October | B~-November
15, 1987 at the Wichita Art Museum. Open
to all Kansans, former Kansans and residents
of metropolitan Kansas City, Missouri. For
information: Kansas Fiber Directions ‘87,
2424 Governgour, Wichita, Kansas 67226 or
Ann Enix, (316) 722-2312.

ANNOUNCEMENTS

Arrowmont School of Arts and Crafts
is now accepting applications for the position
of assistant director. Responsibilities include
operational, management and staff supervi-
sion of educational program; coordination/
facilitation of workshops, conferences, semi-
nars and community outreach; exhibition
coordination/installation. For information:
Sandra Blain, Director, Arrowmaont School
of Arts and Crafes, P.O. Box 567, Gatlinburg,
TN 37738.

Fiber Designs, a new gallery on Cape Cod
specializing in handwaoven art and crafts, is
seeking weavers to represent. All kinds of
weaving considered. Consignment basis, with
frequent exhibition. For information: SASE
to Rebecca Smith, 260 Gulf Road, Belcher-
town, MA 01007 (413) 256-6078.

The Crafts Council of Ireland opened its
11th National Craft Trade Fair in Dublin on
January 19, 1987. Direct exports account for
50% of orders taken, with the United States
being the largest market. This year's exhibits
included ceramics, knitwear, jewelry, wooden
toys, lamps, woven goads, fashion, handeraft-
ed paper, dells, printed textiles and candles.
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STUDY & TRAVEL

STUDY

ARIZONA

Mesa: The Mesa Cultural Program offers an
ongoing series of classesin the fibers arts. For
information: Mesa Culeural Program, P.O.
Box 1466, 155 N. Center, Mesa, AZ 85201,

CALIFORNIA

Mendocino: Mendocino Art Center will of-
fer several textile classes during its summer
session, beginning June 29. Ameng the class-
es are rug weaving, shibori, tapestry and ikat.
For information: Lolli Jacobsen, Textile Pro-
grams Coordinator, Mendocino Art Center,
45200 Little Lake Street, P.O. Box 765, Men-
docino, CA 95460 (707) 937-0228.

CONNECTICUT

Brookfleld: Brookfield Craft Center will of-
fer fiber classes including basketry, weaving
and lap quilting during their Summer 1987 ses-
sion beginning June 6. For information: Brook-
field Craft Center, Inc., P.O. Box 122,
Brookfield, Connecticut 06804,

DISTRICT OF COLUMBIA

Washington: ' Off the Wall, On the Body:
A Look at Contemporary Wearable Art," is
an all-day seminar at the Renwick Gallery,
Smithsonian Institution, April 25, 1987,
Speakers include Mary McFadden, Arfine
Fisch, Robert Lee Morris, vy Ross and fulie
Schafler Dale. For information: 5.1, Resident
Associate Program, Smithsonian Institution,
Washington, D.C. 20560 (202) 686-5262.

INDIANA

Mew Harmony: Harmonie Weavers, Inc.
with the support of the Indiana Arts Commis-
sion and the National Endowment for the
Arts, announces the following workshops:
Betsy Blumenthal on Double Weave, May
2-3; Sallie Guy on Finishing Techniques plus
a lecture on Color Usage, June 12-14, For
information: Harmonie Weavers, Box 277,
New Harmany, IN 4763) (812) 682-3578.

MAINE

Daear Isle: The session at Haystack Moun-
tain School of Crafts begins June 7 and con-
tinues through Seprember 4. Classes will be
offered in weaving, fibers and fabrics. There
will be a special session on **Surface and Pat-
tern.”" For information: ). M. Michaud, Hay-
stack Mountain School of Crafts, Deer Isle,
ME 04627-0087 (207) 348-2304.

MARYLAND

Hagerstown: A decorative arts seminar will
be held at the Washington County Museum

of Fine Arts, April 25, | 987. Speakers include
Sigrid Piroch, Pat Hornafius, Patricia Herr and
Pac Brousil. For information: Decorative Arts
Forum, Washington County Museum of Fine
Arts, P.O. Box 423, Hagerstown, Maryland
21740,

MASSACHUSETTS

Ambherst: Horizons, The New England Craft
Pragram will offer several fiber workshops
beginning April 25. For information:
Horizons, Jane Sinauer, Director, 374 Old
Montague Rd., Amherst, MA 01002 (413)
549-4841,

MINNESOTA

Grand Marais: “Tapestry Weaving Tech-
niques,’’ taught by Merle Sykora, will be
offered August 17-21 and August 24-28 as
part of the summer session at the Grand
Marais Art Colony. For information: Grand
Marais Art Colony, P.O. Box 626, Grand
Marais, MN 55604 (218) 387-11950r 2737,

St. Pauk The following lectures will be
offered in conjunction with the exhibit " The
Magic Knitting Needles of Mary Walker Phil-
lips,"" at the Goldstein Gallery, The Universi-
ty of Minnesota, St. Paul Campus, March
15-May 10, 1987: Lizbeth Upitis, “*A Crea-
tive Knitter's Influence,” April 21; Walter
Nottingham, *'Fiber Arts—The legacy of the
Cranbrook Experience,' April 28; Christa
Thurman, ‘‘The Art of Knitting,”" April 30.
All lectures ac McNeal Hall on the St. Paul
campus.

MISSOURI

Fayette: The Weavers' School provides an
intensive weaving experience for those in-
terested in exploring beyond the four shaft
loom. Classes include: Introduction to Com-
plex Weaves, The Weaving and Finishing of
Coverlets, and The Drawloom. Classes are
restricted in size to insure maximum individual
progress. For information: Madelyn van der
Hoogt, The Weavers’ School, Route One,
Fayette, Missouri 65248. (816) 248-3462,

NEW HAMPSHIRE

Harrisville: Harrisville Designs summer
workshops begin June 22, Classes include:
Color Valuesin Weaving; Rugweaving Tech-
niques; The Reproduction of Early American
Coverlets. For information: Leslie Voiers or
Sharon Driscoll, The Weaving Center at Har-
risville Designs, Harrisville, N.H. 03450 (603)
827-3996 Tues.—Sat.

NEW YORK
New York: A lecture series on Islamic tex-

tiles will begin April 20 at the Cooper-Hewitt
Museurn, The series will be held on 5 Monday
evenings.

New York: ''Crafts/Design: The Fine Art
of Business, " is a special seminar to help crafts-
peaple learn how to market their work suc-
cessfully at The Fashion Institute of Technol-
ogy 227 W. 27th 5t, May 6, 13, 20.

NORTH CAROLINA,

Penland: The spring session at Penland
Schoal runs from March 23-May 15. Summer
session begins June | . Fiber classes are includ-
ed in both sessions. For information: Penland
School, Penland, NC 28765-0037 (704)
765-2359.

QHIC

Oberlin: The Loom Shed will offer work-
shops in drafting, shaftswitching, overshot and
Meaorman during its summer session. For in-
formation: The Loom Shed, 278 South Pleas-
ant 5t., Oberlin, Ohic 44074 (216) 774-3500.

OREGON

Clackamas: Damascus Pioneer Craft Schoal
will offer several fiber classes beginning july
6. For information: SASE to Damascus Pi-
oneer Craft School, 14711 $.E. Anderson
Rd., Clackamas, Oregon 97015 (503)
658-2704.

Portland: The Oregon School of Arts and
Crafts will offer Arashi Shibori-Japanese re-
sist dyeing, May 2-3 as part of its spring ses-
sion. Weaving classes will be offered as part
of the summer session which begins June 15.
For information: Oregon School of Arts and
Crafts, 8245 S.W. Barnes Road, Portland,
Oregon 97225 {503) 297-5544.

RHODE ISLAND

Bristol: In conjunction with the exhibit,
“Costume as Communication,"” opening at
the Haffenreffer Museum of Anthropology
in March 1987, the following lectures will be
offered: Kate Peck Kent on "*Prehistoric and
Contemporary Pueblo Textiles,'* Aprit 27;
Sara Smith on *'Meaning in and of Navajo
Weaving,"” May 17,

TENNESSEE

Gatlinburg: Arrowmont School of Arts and
Crafts Summer Workshops begin June 8,
1987. Fiber workshops include multi-layered
weaving, supplementary warp, tapestry,
wearables, basketry, For information: Ar-
rowmont School of Arts and Crafts, P.O. Box
567, Gadinburg, TN 37738 (615) 436-5860.
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CONTEST from page 47.

Placement of motifs.

Comments: “1 found that the cotton
pulled in more than the linen so [ an-
gled the corton more than the linen in
the shed. I wanted 2 mote pronounced
diagonal line on the corner motif, so I
played around a bit. I decided that each
“x” on the graph of the corner motif
would stand for 1 warp thread rather
than 2 and that each row would be 2
picks instead of 4 (i.e. 1 pick pet layer,
not 2). The change caused sorme elonga-
tion in the design and sacrificed some of
the crispness of the technique but the
overall effect of the diagonal was what
I wanted.”

Finishing: Size on the loom: 14% " X
47%"; Size after washing in cool watet
and Woolite™: 13% " x45%"; Shrink-
age: 10%. “Two problems occurred in
finishing, one forseen and one unex-
pected. The use of cotton and linen in
the same piece in two layers will inevita-
bly lead to shrinkage differences. I had

blocking the piece would minimize the
problem. This wotked fairty well but it
took a /ot of ironing.

The second problem almost
caused despair! After washing I found
to my horror that what 1 had thought
was an unbleached cotton was bleeding
around the motifs into my white linen!
After the initial shock ] decided to finish
the piece anyway and sec if there was
any way at all to make this new develop-
ment work for me. After the piece was
completed [ put it on a table to see the
overall effect. I realized that the bleed-
ing had a softening effect on the whole
piece. It gave it an antique look that I
found pleasing.” .

hoped that a very good pressing after -

VERMONT

Plainfield: Summer classes at the Marshfield
School of Weaving begin June 1. Beginning in
June, the School will institute a 3 month in-
ternship program. For information: Marsh-
" field School of Weaving, Plainfield, Vermont
056567 (BO2) 426-3577.

WISCONSIN

Washington Island: Sievers School of Fibers
Arts will offer a vast array of fiber and fiber
related classes during its summer session. For
information: Sievers School of Fiber Arts,
Jackson Harbor Road, Washington Island,
Wisconsin 54246,

AUSTRALIA

QUEENSLAND

Brisbane: The Australian Flying Arts School
announces a new Weaving Correspondence
Course, written by [anet De Boer, and spon-
sored by the Crafts Board of the Australia
Council. For information: The Coordinator,
Correspondence Courses, Austrafian Flying
Arts School, c/o Brisbane CAE (Kelvin
Grove}, Victoria Park Road, Kelvin Grove Q
4059.

CHINA, JAPAN, MEXICO, NEPAL

Folkways Institute, a U.S. based internation-
al school which develops and offers field
courses and workshopsin Adult and Continu-

ing Education within and outside the LS. will .

offer the following workshops in 1987 Fes-
tivals and Folkcraft of Nepal, May 2-17; Na-
tive Arts and Crafts of Mexico, June 19-28;
Chinese Crafts: A Journey for Artisans, jJune
21-July 12; Festival and Folkeraft of Japan. July
27-August | 2. Forinformation: Kyle Cook,
Folkways institute, P.O. Box 68257, Oak
Grove, Oregon 97268,

DENMARK

Haderslev: The Danish Weaviﬁg Center will
offer | to 4 week classes during its summer

session beginning June |. For information:’

Danish Weaving Center, c¢/o Turid Uthaug,
Fielstrupvej 34, 6100 Hadersley, Denmark,
telephone 04 527675,

ENGLAND

Gretton, Northhamptonshire: Malcolm
and Elizabeth Palmer offer weaving, spinning
and dyeing courses at their home on a live-in
basis. Courses are all planned individually, from
beginners te more advanced. For information:
Malcolm and Elizabeth Palmer, Crown Cot-
tage, Gretton, Northamptonshire, NNI7
3DE, England.

NORWAY

. Voss: Vesterheim, The Norwegian-American

Museum will conduct workshops for ex-
perienced rasemalers, weavers and wood-

carvers in Voss, Norway, June 21-July 8,
1987 . For information; Lila Nelson, Curator
of Textiles, Vesterheim, 502 W, Water St.,
Decorah, lowa 52101 (319) 382-9681.

SWEDEN

Leksand: Swedish-American Heritage Semi-
nars will be offered at Hantverkets Folkhog-
skola, June 13-21 and July 18-26. Included
will be visits to local weaving studios. For in-
formation: Margarethe Hedblom, Hantver-
kets Folkhdgskola, §-79300 Leksand, Swaden.

TRAVEL

New Guinea: “‘New Guinea: The Art of
Weaving, Primitive Art and Exotic Photog-
raphy,’' led by Dr. Brian M. du Toit, August
1-17, 1987. For information: Holbrook
Travel, Inc., 3540 N.W, | 3th 5t., Gainesville,
FL 32609. (904) 377-7111.

British Isles: Marolyn Downing of the Inter-
national Design Center will lead a tour to Ire-
land and England, April 22-May 6, | 987 For
information: Schilling Travel, 722 2nd Ave.
S., Minneapolis, MN 55402-2464. (612) 332-
1100. Outside MN (800) 328-0302.
France: Helen Brewer, tapestry weaver and
teacher will lead a vour entitled **Tapestries
of France,"" Aprii 20-May 3, | 987. Forinfor-

_ mation: Schilling Travel, 722 2nd Ave, 5., Min-
. neapolis, MN 55402-2464. (612) 332-1100.

Outside MN (800) 328-0302.

China: Textiles Tour to China, May |8-June
8, 1987, under the auspices of the U.5_fChi-
na Peoples Friendship Association, led by
Penelope Drooker. For information: Pene-
lope Drooker, P.O. Box 220, Sanbernville,
NH 03872 (603) 522-31 44 or Joanna Came-
ron, USCPFA Tours Office, (202) 296-4147
or (800) 368-5883.

Turkey: Walter Denny will lead a tour spon-
sored by The Textile Museum entitled **Car-
pets & Columns of Asia Minor,”" June 7-23,
1987. For information: Academic Travel
Abroad, Inc., 3210 Grace 5t., N.W.,
Washington, D.C. 20007.

Scandinavia: Joanne Tallarovic will lead
“'Seandinavian Art Tour—A Woeaver's
Dream,’" June 1 L -July 2, | 987. For informa-
tion: call collect to Cathy Harris at Flagstaff
Travel, (602} 774-2104.

The Arctic: Holman Eskimo Co-operative
presents ' | 987 Arctic Experience for Spin-
ners and Dyers,'” June 30-July 7 or July 7-July
14, 1987. For information: Wendy Cham-
bers, 2| Boxwood Cr., Whitehorse, Yukon,
Y 1A 4X8B Canada. (403) 633-2530.

Kenya: Linda Hendrickson, owner of Fash-
ion Fibreworks in Portland, Oregon will lead
a tour to Kenya, July 23-August 18, 1987.
For information: Linda Hendricksen, {503)
239.5016.
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FUBLICATIONS

Reviews

KUMIHIMO, JAPANESE SILK
BRAIDING TECHNIQUES.

by Catherine Martin

Great Britain: Old Hail Press, Hatfield, Leominster,

Herefordshire HRGOSF, | 986. 93pp. £8.95 + post-
age: Air, £3, surface, £1.5.

Japanese culture has held fascination for
westerners for a very long time. Artifacts of
sober design and impeccable workmanship as-
sociated with the Japanese way of life have
found many admirers in the West for more
than a century. A little-known aspect of the
Japanese textile arts is kumihime, a general
term referring to all kinds of narrow braided
structures used for a variety of purposes.
Cords and braids fulfill a need in every culture,
but rarely do they achieve the degree of prac-
tical and aesthetic excellence of Japanese ex-
amples.

For a long time the complex craft of
kurnihimo remained the secret of relatively
few workshops and schools in japan. The
braids reached the West as part of armour,
weapons and fastenings on lacquered boxes.
Most people studying Japanese art were not
really aware of them, and even in Japan the
craft was not generally known. One of the
first westerners investigating kumihimo in Ja-
pan was the Swiss braiding expert Noémi
Speiser, who spent several monthsin Japan in
the early seventies. She saw many traditional
workshops, collected samples and studied
their structures and working methods. tn Ja-
pan itself the interest widened in the seven-
ties. Simple forms of kumihimo became popu-
lar as 2 hobby. Courses were given and instruc-
tion manuals with clear diagrams and
photographs described both traditional and
newly developed structures. The fact that
kumihima braids replaced other fastenings for
the sashes worn with kimonos gave the craft
a new life.

Slowly the craft spread outside Japan,
partly through traveling Japanese teachers,
partly through American and European
proponents. One of the first English publica-
tions was Kumi Himo, published in Berkeley,
California by Jules and Kaethe Kliot {1979).
Noémi Speiser's Manual of Braiding, published
in Basel, Switzerland in 1983, contains a lot
of information spread through many of the
book’s chapters. Another book, a Japanese
publication entitled Kumihimo in fapan; The
Round Track, by Hoko Tokoro (Ogaki Un-
esco Association, |983), discusses making
braids in the Japanese tradition.

Catherine Martin'sbook really fills a gap.

ht is written by an expert. Mrs. Martin lived
in Japan and completed a four year course at
the prestigious Domyo braiding school in
Tokye. Kumihimo is an intricate are, using at
least four different braiding stools, on which
an infinite variety of round and flat braids can
be made. Braiding is worked upward, with the
working threads on weighted bobbins. The
book gives full instructions for 12 braids made
on the simplest tool, a round stool known as
the marudai.

After a brief introduction describing Mrs.
Martin’s training and the aim of the book, a
historical section places braiding in the Japa-
nese cultural context. Then four types of
braiding stools are briefly presented. The
marudat, a simple but versatile piece of equip-
ment is treated in detail. The marudai consists
of around top with a hole in the center, rest-
ing on four legs fastened to 2 base. While
warking on the flat surface of the marudai the
braid is pulled downwards thraugh the hole.
A weight is attached to it, in order to coun-
terbalance the weight of the bobbins on which
the braiding elements are wound. From the
sketches and measurements given, itis not dif-
ficult to construct your own marudai and
counterweight, The anly problem are the
bobbins. According to the braid structures and
the thread types, different weights are used
with a 70 gr. bobbin being the average. The
very smooth rounded bobbins weighted with
metal must have exactly the same weight to
getan even braid. Martin states that only the
Japanese bobbins are good enough to make
fine silk braids. But for experiments using
coarser materials you might try to devise your
own weighted bobbins.

In Japan che braiding elements nearly al-
ways consist of many fine strands of very fine
rratural or artificial silk. Detailed instructions
for warping these are given. Braiding can be
done with thicker one-strand elements but
these do not give the firmness and smooth-
ness characteristic of all Japanese braiding.

The mounting of the marudai and the
winding of the bobbins is treated, followed
by an important section on the correcting of
mistakes made during braiding. Twelve braid
structures are described in detail. For each
one a working diagram with dots and arrows
indicating the working sequence, a descrip-
tion and a photograph of the finished braid are
given, A sketch of what the paint of the braid-
ing (the portion of the elements near the com-
pleted structure) should look like after each
sequence of movements is extremely helpful
in detecting mistakes early, Evenif you do not
have the benefit of a teacher, the instructions
are detailed enough to work it out for your-

self. The simplest braid has four bobbins, the
more intricate ones, sixteen.

Making samples in different colors and
materials will help you to determine how to
use the braids in your projects, be it as a piece
of jewelry or as a functional part of a woven
or embroidered textile. The last part of the
book gives suggestions and a few (not very
clear) black and white photographs.

Kumihime is an invaluable technique to
know especially for those craftspeople who
consider appropriate finishes an essential part
of their work. Catherine Martin's baok gives
good basic information about this technique.
Itisto be hoped that the author will keep her
promise of more books on the intriguing craft
of kumihimo,

by Frieda Sorber
Ms. Sorber is Curator of Textiles at Het
Sterckshof, Provincial Museum voor kunstam-
bachten, Deurne, Belgium,

GEOMETRIC DESIGN

IN WEAVING

Else Regensteiner

West Chaster, Pennsylvania: Schiffer Publishing

Led.. 1986. 222 pp. ISBN 0-88640-078-7 hard-
cover. $29.95.

Else Regensteiner's two previous books, The
Art of Weaving and Weaver's Study Guide,
have served textile artists as sources of de-
sign ideas and as guides to achieve those de-
signs in fiber. This book continues in that style
with a large number of photographs, draw-
ings and weaving drafts that de not duplicate
any from the two earlier books. Textile ar-
tists can benefit from clase examination of
the textile pieces presented in this work.
The book is divided into three sections
entitled “‘Design’’, ““Weaver-Controlled
Techniques'”, and *‘Loom-Contrelled Tech-
niques.”’ In addition there is an appendix of
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study problems, a glossary, a bibliography, and
an index, Each section gives an overview of
the subject and there are a number of weav-
ing drafts and weaving techniques that might
allow the reader to duplicate some of the tex-
tile pieces. This reviewer feels, however, that
none of the topics is presented in more than
an introductory fashion, It is true that the bib-
liography presents sources to turn to for
maore extensive treatment, such as art histo-
ry books showing design ideas of painters such
as Picasso, Klee, and Mondrian, citations on

Gesmweiric Design

in Weaving

nature objects as sources for design, and in-
formation-on geemetry and symmetry in two
dimensional design. There are also sources
noted dealing with cthe technical aspects of
weaving, particularly black design for multi-
harness weaving.

Most of the examples in this book appear
to be rugs and small wallhangings (dimensicns
are not given), One wonders why geometric
design in clothing has been omitted. More-
over, one misses examples showing the wide
acceptance during the last decade of fiber art
as an integral part of architectural design in
large buildings and cutdoor spaces as well as
in privace homes. This book would be more
valuable if some examples were shown where
the design and the structure of fiber art en-
hanced the architectural design of its location.

Certainly the most satisfying feature of
this book is the excellent photography of tex-
tile art that can serve as guides for good de-
sign. Like the earlier books by Else Regenstein-
er, Geometric Design in Weaving presents a
wide ranging discussion of design that would
allow the intermediate or advanced level
weaver to build on the ideas.

Paul Q" Connor
Paul O'Connor is the author of A Twill of
Your Choice.

DESIGNING FOR WEAVING: A
Study Guide for Drafting, Design
and Color

Carol §. Kurtz

Loveland, Colorado: Interweave Press, | 985. 96pp.
paper. ISBN 0-934026-21-1. $12.00.

Thisis the second printing of a book first pub-
lished in 1981. Ms. Kurtz's purpose is the
*'identification and clarification of the 3
aspects of woven design .. . . technical, aes-
thetic, personal.'’ For Ms. Kurtz the techni-
cal aspects.of handweaving such as drafting and

. Dursirymang o Wi ing .

working with the loom must be wedded to
the elerments of design. Allmust be controlled
by the personal concerns of the weaver.
Ta this end she has divided her book in-
to three sections. Chapters 1 -4 come under
the heading of ' Technical Aspects of Woven
Design." Included here is basic drafting, creat-
ing original drafts, calor drafting and block
drafting and designing. Chapters 5-7 deal with
' Apsthetic Aspects of Woven Design,” and
include coler theory, color in weaving, and
basic design for weaving. Chapter 8 concludes

FOR
| CRAFTSPEDIFLE

the book with a study of creativity in weaving.

Although the book isdirected to the be-
ginning and intermediate weaver, Kurtz warns
her readers that she provides no formulas but
rather sees the bock as an source of inspira-
tion and guidance. She assumes that the reader
can warp a loom.

Because of its structure the book can
quite readily be used as a course of study for
the individual weaver, a guild study group, or
in a classroom situation. The chapters are de-
veloped sequentially and are thus best read
consecutively. Every chapter except chaprer
8 concludes with study problems. | particu-
larly liked the chapters on drafting and felt
much more camfortable with drafting’s mys-
teries after | had worked out the study exer-
cises.

OCther than its oversize paperback for-
mat this edition is unchanged from the hard-
cover version published by Hastings House
Publishers in 1981. _

Susan Larson-Fleming

PHOTOGRAPHING YOUR
CRAFT WORK

Steve Meltzer

Seattle: Madrona Publishers, Inc., 1986. | 44 p. ISBN
0-88089-12-6, $9.95.

Steve Meltzer is a professional photographer
and the craft photography columnist for The
Crafts Report. He has written an easy-to-
understand basic manua! for che craftsperson
who is striving for good-quality slides to rep-

" resent histher work, for jurying or for publi-

cation.

Meltzer's experiences as a juror made it
clear to him that ta survive in the marketplace,
craftsmen simply cannot afford bad photog-
raphy. The approach he cutlines uses a mini-
mum of expensive equipment. He presents
aclear synopsis of lighting basics easily under-

standable to the novice photographer. One
of his suggestions that ) particularly like is: *'Do
not take your craftwork for a romp in the
woods' —-by way of cautioning us against the
overuse of natural sertings for natural materi-
als. The scenic backgrounds usually distract
attention from the work being presented.
Some good suggestions are given for lighting
textiles.

The chapter on setting up a tabletop stu-
dio is probably the most valuable part of the
book. His suggestions for lighting setups and

BUSINESS
| FOILMS AND
CONTRACTS

backgrounds are inexpensive and practical.
There is also a chapter on dealing with prob-
lemsubjects, such as highly reflective objects
and very small objects. Helpful hints are giv-
en for composing pictures, using filters, print-
ing from slides and the making of a good port-
folio.

Photographing Your Craftwork isa gold
mine of useful information, It can be ordered
for $10.95 ppd. from: Madrona Publishers,
Inc., P.O. Box 22667, Seattle, WA 98122,

Karen Searle

BUSINESS FORMS AND
CONTRACTS (IN PLAIN
ENGLISH) FOR
CRAFTSPEOPLE
Leonard D. DuBoff

Seattle: Madrona Publishersinc., 1986. 144 p. ISBN
(-88089-011-8 paper. $14.95.

This book of farms is intended o assist the
craftsperson and his attarney in understand-
ing legal issues that can accur in a craft busi-
ness. It provides a set of basic forms that can
be tailored to suit specific situations. In addi-
tion, Mr. DuBoff explains the need for con-
tracts in certain situations, what issues need
to be addressed, why particular clauses are
important, what the craftsperson needs to
know before consulting a lawyer.

Subjects covered include incorporation,
leases, copyright protection, licensing of
praducts, commission agreements, consign-
ment agreermenys, craft show and mail-order
sales situations, contracts with employees or
independent contractors and teaching con-
tracts.

While the book is a valuable reference
aid to protecting the artist in various situa-
tions, it is not a do-it-yourself substitute for
an atrarney familiar with the particular local
laws that would apply to these situations.

Karen Searle
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Publication

News
PRINT

EVOLUTION IN TEXTILE DESIGN
FROM THEHIGHLANDS OF GUATE-
MALA, by Margot Blum Schevill, has recently
been published by the University of Washing-
ton Press. In this volume, Ms. Schevill traces
the change in materials, techniques and images
found in |7 Chichicastenango tzutes
(headresses) from the collections of the Lowie
Museum of Anthropology at the University
of California, Berkeley. 84pp. ISBN 0-
963127-01-5, LC B6-2858, paper only.
$12.95.

Also available from University of
Washington Press is THE TECHNIQUES
OF BASKETRY by Virginia |. Harvey. This
is a new paperback edition available in large
format. 132 pp. ISBN 0-295-964 1 5-4, LC 86-
19057. $12.95. For information on either of
these publications contact the University of
Woashington Press, P.O. Box 50096, Seattle,
WA 98145-5096.

Two books by Paula Simmons are now avail-
able from Graphicom Inc. P.O, Box 404,
Berea, Kentucky 40403: SPINNING FOR
SOFTNESS & SPEED and HANDSPIN-
NERS GUIDE TO SELLING. Also avail-
able from Graphicom is MOHAIR
PRODUCTION SCIENCE, 2nd edition,
by D. L. Stapleton. This bock is directed to
those who wish to learn abour the angora goat
and the production of mohair. 243 pp. paper
only. $24.95.

YIDEO

WILD WILLOW: A Basketmakers
Guide to Willow with Char TerBeest is now
available in video format. She shows how to
harvest willow and select ather midwestern
botanicals for the construction of baskets
fromnature. 28 minutes. Available in VHS on-
ly. $29.95 plus $2.50 shipping and handting,
Wisconsin residents add 5% tax. Available
from Wild Willow Press, P.O. Box 438, Bara-
boo, Wisconsin 53913,

SPRANG from page 24.
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Double twist, row 1: 2

lower threads up, 2 upper
threads down,

:JJI

Single-rwist row 1 resumed \

fi bie.
afrer slic / /\/\

the first lower right thread and biing it
up to the right of the fitst upper thread.
Push down the upper thread, Insert the
stick in this crossing. Repeat across.
When crossings are completed, insere
two small rods to hold them, as before.

Repeat rows 1 and 2 as long as
there is space available to manipulate
further twists. When this becomes im-
possible, it is time to insert a binding
weft. This will need to be woven in with
aneedle. In the scarf shown, three rows
of binding weft were woven into the
center of each motif. Remove the rods
that were used to temporarily hold the
twists.

Advance the warp, weave the
desired amount of plain weave ro sepa-
rate pattern bands and try the double-
twist variation.

Double Twist

Open the twisting shed. Bring the first
two lower threads up and to the right of
the first two upper threads. Push the
first two lower threads down. Insert

s

W

Row 1 completed. ’

——

AN

Slit: Single-twist row

begun and stopped.

L
,\) //\ Row 2 of slit.
B

stick in the crossing. Continue across.
Use rods to hold twists temporatily as
before.

If the same threads are twisted
again in the next row, a rope-like pat-
tern will occur, Single twists can be al-
ternated with doubles to form a variety
of openwork effects.

Slits

Another interesting  possibility 1n
sprang is leaving “holes” or slits in the
wortk. To do this in a singles mesh, end
the twisting before the slit by pushing
down two upper threads. Begin the
twisting again as though starting a new
first row. Twist the second row as usual.
The slit can be closed on the next odd-
numbeted row, or continued for the
desired length. Experiment with some
of the possibilities on this sampler-scarf
project.

References

Collingwood, Peter. The Techniques of Sprang.
New York: Watson-Guptill, 1974.

Skowronski, H. and Reddy, M., Spramg. New
York: Van Nostrand Reinhold, 1974.

HAPTIC from page &1,

# Hollen, N. R. & Saddler, ]. Textsles. New
York: Macmillan, 1979. AV177{05}.

# Hospers, ], Arwsiie Expression. New York: Ir-
vingron, 1971, AW471(04).

+ Huxley, A. The Am of Seeing. Montana
Books, 1975. RC13503.

# Itten, J. The Elements of Color. New York:
Van Nostrand Reinhold, 1970. BR752(02).

# Joseph, M. L. Imtroduciory Textile Science.
New York: Holt, Rmeha:t & Winston,
1981. BL458(07).

" # Kennick, W. E. Ar and Philosophy. New
York: 8t. Martin's Press, 1979. AN026(10).

* Knight, B. Rug Weaving, Technique and De-
sign, London: Bausford, 1980.

* Lewes, K. & Hutton, H. Rugweaving. Neston
Centre, MA: C.T. Branford, 1962.

# Pye. D. W. The Nature and Art of Workmzan-
ship. Cambridge: Cambridge University
Press, 1978. TTO80{02).

+ Smithsonian Inscrucion, Museums and
Handicapped Students, Guidelines. for
Educators. Washington, D.C: Smithsonian
Institution, 1977. RC12218.

*Tautersall, C. E. C. Noves on Carpet Knoiting
and Weaving. London: His Majesty's Sta-
tionery Office, 1969,

# Tod, O. & Del Deo, ). Rug Weaving for Every-
one. Milwaukee: Bruce Publishing, 1956.
AP935(04).

# Torwora, P.G. Understanding Textiles. New
York: Macmillan, 1987. BK653(06).

* Willeox, D. Techmigues of Rya Knotting. New
York: Litton 1971.

* Wilson, ). The Pile Weaves. New York: Van
Nostrand Reinhold, 1974,

# Lisenco, Y. Arz Nor By Eye. New York: Amerr-
can Foundation for the Blind, 1972,
AD203(01).

* Mactera, J. Ruguweaving, Technigues for Two-
Harmess. New York: Warson-Gupdill, 1979,

* Mottison, P. Spiders’ Games. A Book for Be-
ginning Weavers. Seatde: Univetsity of
Washington Press, 1979.

+ National Arts and the Handicapped [nforma-
tion Service, Arts for Biind and Viswally Im-
patred People. New York: Ans 1978
RC14662.

# Qelsner, G. A Handbook of Weaves. New
York: Dover, 1951. AMOG9{03).

# Pendleton, M. Navajo and Hopi Weaving
Technigues. New York: Macmillan, 1974,
AQ196(02).

# Pizzuto, ]. J. Fabric Science. New York: Fair.
child, 1980. BL423(04}.

SPRING 1987 O 73




FANNIN from page 7.

means, the mystique that has settled into too ma-
ny handloom weavers’ minds about sttuctures of
mote than four shafts will dissipate and one can
confidently expect thac the logic of seeing struc-
ture as structure will take its place. Tt is likewise
our expectation that the fear of more than four
shafts will evaporate as weavers need not be con-
strained by studying only those sttuctures which
they themselves are equipped to do.

It has been this writet’s expetience on every
single occasion where petsons with no prior tex-
tile expetience ate trained for weaving, the four
vs. “multi” question is never spontaneously
raised. An almost complete understanding of the
fundamentals of warpHilling interlacement is
achieved with what to some is amazing quick-
ness. This experience has led us to further con-
clude that the division inro four and “mula”
shaft weaves and equipment is less inherent to
weaving than to weavers' thinking. One weaver's
son began his textile life ac the age of four as the
commandant of a thirty-shaft, dobby-equipped
sample loom. Much food for thought.

The effect of this four vs. “multi” conflict on
the equipment choices open to handloom
weavets must not be overlooked, for we believe
a great part of the limitations on equipment
choices are due to weavers' own feat at approach-
ing anything more than four shafts. When we
compare this situation to the equipment menu
offered to the hand-machine knitter, their range
of equipment choices far exceeds that available to
handloom weavers in part because knicting as a
technology has never been broken along lines
that act more as barriers than as narurally occur-
ring divisions. The situation for weavers will
change only as weavers themselves see their
equipment more in terms of the potential it
offers and less as a mechanism beyond their com-
prehension. Pethaps at that point, those whose
present equipment has thus far been limited only
to four shafts will see how really limited that is
and, not fearing anything more than four, will
venture out with confidence.

Handloom weavers seem also to have al-
lowed the four vs. “multi” shaft division of looms
1o dictate in part the scope of their growth as
designets. Were the situation more similar to
that of hand-machine knitters, with weavers ex-
petiencing far fewer limitations to cheir design-
ing, their sense of weave structure would follow
only the bounds of creativity and that alone
would dictate the equipment requirements, not
the other way around. Such texes as Oelsner,
Watson and others ate virtual weave structure
warchouses, yet the majority of handloom
weavers sec them as being written in Serbo-
Croatian, principally “because most of those
weaves take too many harnesses [sic] and all |
have is four.”

The recent development of and interest in
dobby-equipped handlooms, their shortcomings
notwithstanding, does provide the kind of impe-

tus the field has long needed in order to recog-
nize the breadth of what was historically accepted
as weave structure. Even among textile designers
working in industry, an extensive knowledge of
weaves is o longer as common as it was as recent-
ly as twenty years ago. Therefore, the impetus
furnished by these developments, if properly ap-
plied, can have a vety long-awaited and positive
effect beyond the narrow realm of the handloom.
The teturn to a universal knowledge of weave
structure, regardless of its complexity, will be
truly complete when we see the same develop-
ment and interest in handlooms equipped with
jacquard machines.

It is to our advantage that the categorizing
of handloom weaving into four and “multi” shafc
compattments is a relatively recent phenome-
non. We are most fortunate in that we have had
many centuries of textile design, still preserved
and accessible, long before this phenomenen
had its effect. Prior to the vast southward migta.
tion of the textile industry cut of New England,
many mills were regularly producing what in the
trade are termed “fancy goods” of quite intricate
and highly developed weave structure for both
aesthetic and fabric construction reasons. These
centuries of design offer to the handloom weaver
a resource that can help in as yet unrealized ways
to releasc the constraings of the four vs. “mulu”
weaving mold. It is entirely within the definition
of human behavior that seeing possibilities cre-
ates a desire for the actualization of those possi-
bilities. Even a cursory perusal of past weave
structures would fail to stimulate this desire only
in the most unseeing of eyes,

Lastly, we need to look at the influence of
those who have been given and/or taken upon
themselves the role of a teacher of weavers in
maintaining the four vs. “multi” status of things.
It is the general approach of most instructors to
teach application rather than principle. It follows
from this approach that the instruction proceeds
in an artificially linear fashion chat may have no
substantive connection with how learning takes
place in the human mind. The adage usually es-
poused in defense and support for this approach
has ro do with walking and ctawling, not neces-
sarily in that order, but reflecting even less un-
derstanding about learning than about human
ambulation. Babies craw] because they have a
distant goal and because they fail in their at-
tempt 1o walk. They do not crawl because they
want to crawl. On the other hand, in teaching
weaving, onc is dealing neither with crawling nor
walking and certainly not with babies.

Unlike babies, normal human adults, even
those without any textile experience, bring to the
learning ptocess a background of perhaps isolat-
ed but cerrainly connectable expetiences that can
contribute significanily to understanding the
principles and later making the applications.
Thetefore, from what a student already knows,
however unrelated to weaving, it is entirely possi-

FANNIN to page 78.
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_THE WEAVER'S MARKET CLASSIFIEDS

The Weaver's Market classified adver-
tising rate is .85 per word, $18.00 mini-
mum. Count postal box, street address,
city, state, zip code as § words. Deadline
for the Summer issue is June |, Pre-
payment must accompany classified ads.
Send copy to: The Weaver's Market Clas-
sifieds, c/o The Weaver's Journai, P.O.
Box |4238, St. Paul, MN 55114, For in-
formation on display ad rates, cail (612} .
646-7445, or write to the address above.

ART

RARE ETHNOGRAFHIC BOLIVIAN
WEAVINGS, | 9th and 20th century examples.
Bolivian Weavings, 904 Irving St., Suite 220, San
Francisco, CA 94122 (415) 753-0342.

EQUIPMENT

FOR SALE: One of a kind gorgeous cherry loom,
70" wide, 12 harnesses, 2 backbeams, | sectional.
Must be seen to be believed. This is a true art ob-
ject. $5.500. L. Finn, Gaysville, VT 05746 (802)
234-9159.

STAINLESS STEEL REEDS. Custom made
reeds available at economical lower prices. Brad-
shaw Manufacturing Company, P.O, Box 5645,
West Columbia, SC 29171 (B03) 794-115).

PUBLICATIONS

VIDEO INSTRUCTION! Color, music, profes-
sional 2-camera photography. Weaving, Spinning,
Basketry, Needlepoint, Stenciling in both Europe-
an PAL and American Systems! Free catalog 1-800-
442-1122. Victorian Video Productions, P.O. Bax
1328, Port Townsend, WA 98368,

FIBRE FORUM HAS A NEW LOOK and a .

new; low, discounted price, Cost in 1987 is US
$12.00 for three issues, The new look includes a
lot more colour. Sabseribe in US. dollars to
A.F.T.A., PO Box 77, University of Queensland,
5t Lucia, Q4067 Australia. FIBRE FORUM covers
all the textile arts in the Australian region, and is
a high quality magazine. (For a sample issue, send
U5 $4.00: or LS $6.50 for airmail. Make checks
payable to FIBRE FORUM).

PATTERNLAND WEAVE SIMULATOR

3.0.™ New EGA Release! 16 of 64 colors in

640/350 resolution: 224,000 pattern pixels dis-
played! Mixed color printing. DrawUP or Draw-
Down. WEAVE WIZZARD™ weave analysis. 32

harnesses, 64 treadles, 640 warp, 800 weft. On-

Line MELP and extensive printed tutorial. All IBM

compatibles and printers. Money-back guarantee. -

$175. MAPLE HILL SOFTWARE, Phinfield, VT
05667 (802) 454-73 10, :

SURFACE DESIGN JOURNAL, the only pub-

lication devoted to surface design, the ¢olor-
ing/patterning of fabric and fiber with dyes, pig-
ments, or manipulation. Published quarterly in full

P.O. Box 233 » Sedona « Arlzona 86336
\ 602/282-3671 /

color by Surface Design Association, a non-profit,
educational organization. Artist profiles, Spotlight
on Education, technical information, historical and
safety features, book reviews, exhibition and work-
shop informacion, and more! Available by member-
ship only, Regular $25, Student $18. Send check
or money order in .5, funds to: SDA Member-
ship, Art Department, Miami University, Oxford,
OH 45056,

FOLK ARTS MAGAZINE. Introducing a new
color magazine on international folk arts, including
costume and textiles, crafts, dance, music, festivals
and falklore. For free brochure and subscription
information send SASE to N. Leeper, 1392 Carling
Dr., #2086, 5. Paul, MN 55108,

- STUDY

COLLOQUY '87:Color and Texture, exploit-
ing the Common Warp. June 29-July 2. Resource;
Henning Watterston, Seillans, France. Discussion
and hands-on. Also contace us for information about
summer workshops, tools, and books. The
LOOMS, Shake Rag St. Mineral Point, Wi 53565
(608) 987-2277.

LEARN TO WEAVE FOR INCOME OR
FUN. One-week beginners’ Weaving retreat in
Colorado mountains, April-October. For
brochure: ROBERT LOEWE WEAVING
S5CHOOL, Box W, Divide, CO BOB14 {303)
687-3249, :

MERLE 5YKORA will be teaching “Tapestry
Weaving Techniques'' August | 7-28 at the Grand
Marais Art Colony, on Lake Superior’s beautiful
North Shore, For free brochure: Box 626, Grand
Marais, MN 55604, (218} 187-1 195,

THE WEAYERS' SCHOOL: | 987 classes in IN-
TRODUCTION TQO MORE THAN FOUR HAR-
NESSES, COVERLETS, THE DRAWLOOM (beg.
int.. adv.). Also offered: individual instruction and
special classes for study groups. Inexpensive room
and board at the school, rural atmosphere. For
brochure write Madelyn van der Hoogt, THE
WEAVERS' SCHOOL, Route One, Fayette, MO
65248,

(.'Pmdfd&, A

FABRIC CRAFT SCHOOL
Enjoy a creative vacatlap in Sedona's
spectacular red rock country. Workshops
In all phases of handweaving and related
subjects,

Mary Pendleton. Sedona, Arizona.
College credil optional, Write lor brochure.

TRAVEL

COMING TO ENGLAND! Residential spinning
and weaving tuition offeredin well-equipped country
studio. For brochure write MALCOLM and
ELIZABETH PALMER, Crown Cottage, Gretton,
Northamptonshire, NN17 3DE, England.

GREECE. MOREA WEAVING CENTER offers
2-week courses, June to September, on the east-
ern coast of the Peloponnese: Traditional Greek
Weaving Techniques, Folk Costume Weaving, Nat-
ural Dyeing, Oriental Knotted Pite Carpets. Visits
te textile collections. Details: KATERINA
KALAMITSI, Box 27009, 11702 Athens, Greece.

CRAFT/FOLK ART TOURS (987 Po-
land/Czechoslovakia: Romania/Hungary; Yugosla-
via; USSR; Himalayan Weaving Workshop;
Spain/Morocco; Kashmir/Ladakh: Thailand/Burma.
CRAFT WORLD TOURS, W)-7, 6776 Warboys
Road, Byron, NY 14422 (716) 548-2667.

OPPORTUNITIES

NEW YORK CRAFTS COMPETITION spon-
sored by ARIEL GALLERY —76 Greene $t. SOHO,
NY.C. 10012, AWARDS and Gallery SHOW.
Open to all functional and non-functional crafts.
Send self-addressed stamped envelope for details.

DESIGNER-WEAYER and production weaver
wanted (o Start a weavery in a university town, YWwW
509 Hayes Street, West Lafayette, IN 47904,

YARNS, FLEECE, FIBERS

SOFT, AMERICAN WOOL YARN, mule
spun, from our fine wool Rambouillet sheep. Skeins
and cones. Free brochure: MARR HAVEN, Dept
W], 772-3%th St., Allegan, Ml 49010.

T e e e e e o o gl g iy e g}

(reaty a Sensation!

§ featuring. . . The Drop Spindle
§ Henry's Attic. . .Silk City Fibers
Kathleen B, Smith {coverlet wools)
Grandor. . .Brittany needles
Wildwood buttons. . .& more!
& accessories

@ hl CATALOG $1

RR 3 260 Hofiman Drive Califon N 07830

‘MILLEND YARNS, threads, etc. Natural, syn-
thetic and blerss, varied sizes and types. New items
added constantly. Low mill end prices on yarns. Sam-
ple catalog and mailing list for | year $2. THE
GLEANERS YARN BARN, P.O. Box 1191, Can-
ton, GA 301 14,

MANUFACTURER'S OVERSTOCK—
natural yarns, knitting machines, discounted prices.
Please send for list. The Cobblestone Collection,
5050 N. Roosevele #105, Fresno, CA 93704,

quality yarns
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Pbern Feadguartene

of the Sectheast

Complete Line of Spinning,
Dyeing, Weaving, Basketry
Supplies and Books.
Looms, Spinning Wheels,
Knitting Machines and Yarns
Millend Mailing Liat $3.00 per year

{minimum & mail-auts)
Yarn Samples: $4.50 B y S

§$1.50
Spinning Semples: $3.00 Bulky Yarns: $1.50
HCOURS: Mon,-Fri. 10-5, Sal 10-4

3205 Doctors Laka Dr.
Qrange Park, FL 32073
(904) 264-4235
Mastevcharge & Visa accepied

SILK.SILK.SILK. 60 exciting colors Douppioni;
2/14 spun; ¢ultivated & tussah plied; silk & camel;
tussah & acrylic. Quantities limited. Samples $5.
CUSTOM HANDWEAVING, Box 477, Dept. W),
Redondo Beach, CA 90277-0477.

SHEEPSKIN PIECES—Cleaned random sizes
suitable for cut strip weaving. Makes wonderful rugs,
vests, seatcovers. Instructions with order. | Ib. $4;
5 Ibs. $16; 10 lbs. $28; plus shipping. CUSTOM
HANDWEAVYING, Box 477, Dept. W), Redon-
do Beach, CA 90277-0477.

WEAVE BEAUTIFUL
RUGS AT HOME!

FOR PLEASURE and PROFIT

Enjoy the fascinating cral of
weaving nigs in your home.
Create your own serviceable rug
designs for pleasure or profit.
Always a year round market for
YOUr TUES I CVCrY COMIMWItY.
Eaty 1o operate flocr mode] loom
weaves 36 wide, comes already
threaded, fully equipped. . ready
3 1o weave, We furnish complets
information on looms and all equipment with offer below.
Send 25¢ (or descriptive beochure. You buy your supplics. . car-
pel warps, rug fillers, shears, rag cutter, beam counter, looms, and
parts at low factory direct prices. Also: rigs - prints - and looper
clips. in 10 and 50 0. bales. [f you now have a loom, please advise
make and width it weaves.
OR RUG COMPANY, Depl. 1711 Lims, Chlo 45802

'-‘ 1T FACTORY DIRECT
Ja LOW PRICES
EXOTIC FIBERS Cashmere, camel, mohair &
alpaca yarns. And now in spinning fibers too! Yarn
samples 5 | plus #10 {large) SASE {$.56). CUSTOM
HANDWEAVING, Box 477, Dept. ¥¥], Redon-
do Beach, CA 90277-0477.

DISCOUNT FIBRES: Weavers, Spinners, Knitters.
Wool, silk, cotton, linen, rayon, synthetics. Sam-
ples $3.75—Foreign $5.00 (L.5. funds). NORTH
SHORE FIBRE ARTS. Box 17168, Dept W, Mil-
waukee, W 53217,

Through the centuries, the choilce of royal-
E¥.iriinsnsn SILK! Please send $3.00 for samples.
THE SILK TREE, Select Silks Inc., Dept. W2 Box
78, Whonnock, B.C., Canada VOM §S0.

COMPLETE SELECTION OF FIBER ART
supplies: We are the only North American Suppli-
er of new Lanaset dyes for weaol, silk and fur blends.
Also: Ciba Kiton Acid dyes, Cibacron F dyes, Pro-
cion M fiber reactive dyes, Ciba Vat dyes, indigo.
Disperse dyes for synthetic fibers; dyes for warp
painting: Liquid Procion H dyes, Inkodyes; exclu-
sive supplier of Eurc-tex Fabric Paints: starcer sets
for all dyes and fabric paints; |apanese brushes,
resiscs, safety and lab equipment, complete safety
irformartion on all preducts, expert technical as-
sistance, fast mail order service; also brushes, tools,

books, natural fiber fabrics and many other iterns, -

To receive cur | 987 56 page catalog, send $3.50
{US funds) to: Cerulean Blue, Ltd., P.O. Box
21 168, Dept W), Seattle, WA 981 11-3168 USA,

QUALITY HANDCRAFT FLEECES
DIRECT FROM NEW ZEALAND

Superb fleece woal especially bred for hand-
¢crafis. Clean fleeces, 6 tbs., well-skirted, wide
selection of colors, all §2.95/b,

P&F extra, reductions for large orders. Carded
wool, preasy and washed also available. Crders
posted worldwide with meneyback guarantee.
You can refy on me for prompr, personal ser-
vice. Send today for free brochure and samples.

Janette McKenzie
“Gorrie Downs," Grera Valley R.D.
Morch Canterbury, New Zealand.

MOTHPROOF PERMANENTLY. Protect
your precious work. Easy to apply at room tem-
perature to finished pieces or whilé you're dyeing.
PRO Chemical & Dye Inc., P.O. Box |14, Somer-
set, MA 02726 (617) 676-3838,

KOLMES 8/2 UNMERCERIZED COTTON.
33 colors plus natwral and white. Natural, [ |b. cone,
$5.50; colars, | Ib. cone, $7.50; white | 2 |b. cone,
$8.50; plus shipping. Sample card, $1.00. THE
MANNINGS, P.Q. Box 687, East Berlin, PA{717)
624-2323
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FANNIN from page 76,

ble 1o being a study of weave structure
ar the basic principles of warp and
filling intersection and continue on to
any degree of weave complexity. Con-
traty to popular approach, four shafts
do not represent the most fundamental
and basic principles of weave structure.
They ate only one, albeit simple, appli-
cation of those principles. To mire a
weaving student in an endless routine
of four-shaft variations not only does
him/hert a great disservice individually,

but makes a needless conttibution to
the perpetuation of a system that
should never have begun in the first
place.

As active participants in a field
whose real evolution is just beginning,
it behooves us all to examine as
thoughtfully as we can each small epi-
sode in that evolution, no matter how
seemingly insignificant, and make out
own contribution to it. Because the
clearly wrong division of handloom
weaving into four and “multi” shaft

poses such a formidable obstacle 10
much of which the ficld is capable, only
an cqually formidable intellectual
effort will remove this obstacle and al-
low progress to the next,
Kind regards and thanks.
©1987 ALLEN A, FANNIN
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Errata

Vol. X1, No. 3, Iisue 43 (Winter 1987): In "Chinese
Brocades” on p.533, photos 12a and 12¢ go with cap-
tions 12b and 12¢. Caption 12a belongs to photo 12b.
Figure 11 isadetail of a scroll. The picture was printed

upside down.
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BY POPULAR DEMAND

Boundweave by Clotilde Barrett

The Boundweave technique produces a sturdy weft-faced fabric suita-
ble for rugs and tapestries. Weavers are shown how to develop simple
drafts to achieve myriad pattern possibilities. Chapters on hgured bound-
weave and the principle of shaft-switching to achieve more complex pat-
terning are also included. Available June 1st.

92 pages, paperbound, 8%* x 117, 22 color plates, 60 black & white photos, 10 line draw-
ings, over 100 drafts & charls.
$12.50. [SBN 0-9617108-0-2

Also available

Directory of Weaver's and Spinners Guilds, 1986 edition. An updated biannual
listing of guilds in the United States and abroad. Federations of guilds are also
CLAFTINE BARRETT included. $2.50

Order from: The Weaver’s Journal, P.O. Box 14238, St. Paul, MN 55114, Postage
and handling on all orders: $1.50 for the first book, .25 for each additional title.
Ouitside the LL5: $2.00 for the first book, .50 for each additional title,

I[?ummr.}l[-il &% Winter and Beyond

y Clotilde Barrett : . ]
This monograph deals with classical ways of BOUBLE TWO-TIE UNIT WEAVES
weaving the versatile Summer & Winter fabric /

structure, including multi-shaft block design,
polychrome weaves, and some unusual varia-
tions. A four-shaft block draft suitable for rugs
and a boundweave technique are also included.
46 pages, paperbound, 2 color plates, 65 black & white
photos, 11 line drawings, 60 drafts & charts, $6.00.

Double Two-Tie Unit Weaves

by Clotilde Barrett

Double two-tie unit threading drafts give the 8-
shaft weaver the best opportunity to experiment
with a vast number of exciting weave structures
without rethreading the loom. Hundreds of var-
iations of this threading system can be woven.
The design theory is explained in a clear and
comprehensive way. Each step is illustrated with
complete drafts, samples and photos.

86 pages. paperbound, 16 color plates, 70 black & white
photos, 3 line drawings, over 200 drafts & charts.
$12.95 ISBN (-937452-05-1

Now available in English from The Weaver’s Journal

, i 3 Damask and Opphimta with Weaving Sword or
I- .]1" uml" ‘“1{1 I h’l}l it Drawloom by Lillemor Johansson
For the experienced multiharness weaver. A long-eyed
heddle system or drawloom is used for these two distinc-
tive pattern weaves. Clear explanations and illustrations
are provided for various Damask pattern variations and
opphdmta float patterns. Also included: an overview of
Swedish weaving, weaving schools and contempotary ar-
tists working in these techniques.
166 pages, hardcover, 70 color plates, 107 black & white photos,
21 tine drawings, 65 drafts & charts,
$23.95 [SBN 91-36-02158-X

ey o g e | | Bk w
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Manual of Swedish Handweaving

by Uila Cyrus-Zetterstrom

This classic Swedish weaving text, fust published in 1950,
has been updated and reissued. Directed toward inter-
mediate and advanced weavers. Traditional Swedish
weaves are illustrated as well as analysis of weave struc-
ture and warp/weft/sett calculation information.

222 pages, hardcover, 17 color plates, 141 black & white photas,
157 diagrams, 6 color diagrams. $19.95.
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