S: J |
U Semmer 1987 Valume XII, Number 1, lssuc 43




Something for you...

If you are a weaver, spinner, dyer,
armchair enthusiast or collector, there’s
something for you 1n every issue of
The Weaver's Journal.
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TAPESTRY!

Artwear

Joan Renne’s work is featured in the

article “Dream Weaver,” beginning on
page 40. Her tapestry garments were

also celebrated at Arswear 87, a run-

way weatable art show at the Min-

neapolis Institute of Art in April {page 35).

On the Cover

Detail of “Daylilies,” produced by the
Scheuer Tapestry Studio of New York,
The article on The American Tapestry
Alliance begins on page 32.
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_FROM THE EDITORY

For more than a year we have been planning and scouting for articles to make
this a very special tapestry issue. We have come up with a range of topics from
tapestry-woven garments to the marketing of rapestries individually and collec-
tively, For those with less experience in the weaving of tapestry we have included
Nancy Harvey’s “Tapestry Tips,” a two-part article which will conclude in the Fall
issue. For the inspiration provided by ethnic weaves, we have included back-
ground and techniques from Indonesia, Peru, and Coptic Egypt.

For those wanting to experiment with a tapestry-like non-loom technique,
Monica Bravo describes an ancient Peruvian netting technique which produces
an unusual, scurdy, textured fabnic.

“Letter from Japan,” a new series, begins in this issue. In it, LaVonne
Schreiber shares with us her visits with conternporary and traditional Japanese
fiber artists. Marolyn Downing brings us another installment in her cacalogue of
textile collections abroad, chis time from London’s Victotia and Albert Museum.

A two-block rug is this issue’s Weekend Weaver project. Phyllis Waggoner's
variations on this versatile rug weave use hand-dyed rags and yarns. And for eighe-
harness weavers, Virginia West's article on bias fabrics suggests drapable weaves
for garments.

An update on our Shared Traditions award being presented ar weaving con-
ferences this summer: We have been most gratified by the judges’ selections at
the conferences The Weaver's Journal has avtended in person. We would like to
share the criteria for this award with you.

Through 1his award, we recognize examples of fiber work which epitomize fine
craftsmanship. Such fine work is often seen in the traditional fiber art of cultures
all over the world — traditions which we learn from, respond to and come to share.

In selecting a recipient for the Shared Traditions Award, we define fine
crafismanship ai combining sound design with technical excellence. For example,
in the case of woven entries, urors should evalnate design on the basis of how
the weave structure, colors, materials, surface design and band suit the mtended
function. Excellence in the technical area should take into account evenness of
beat, selvedges, surface and finishing techniques, as well as the use of especially
complex and challenging weave structures and techniques.

Picces which meet these criterta should be made of fiber but need not be
woven. While pieces which use traditional, ethnic patterns and weave structures
often embody these criteria, this prize is not intended solely to be used for ethnic
work.

Karen and Sue
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1 AM ENCLOSING photos of two of the nine
Danish twined rugs | have made since your ar-
ticle on Lillie Sherwood’s rugs in the fournal
(Vol. X, No. 4, Issue 40, Spring 1986, p. 32).
Thanks so much to you all. This is so much
fun, my other projects have taken a back seat.
These rugs are both warped with jute but |
have used denim and other fabrics as well. |
twined the ends with cotton yarn. After [took
them off the lcom | blanket-stitched the ends.
They are nice and thick because | use circles
which | sew together before | start. ! work
bottom to top on my nice double **husband-
built"" loom.
Maxine Bryant
Santa Fe, New Mexico

THE WEAVER'S JOURNAL is getting bet-
ter with eachissue. Although | seldom weave
the garments shown, | do weave fabric for
vestments and clergy stoles, and the styles and
¢olor combinations give me inspiration. | ap-
preciate knowing the threading, tie-up, and
treadling. My mind was "blown"’ by Leonore
Alaniz's weavings *'Hilo™* sundress and ''Hap-
py Sweater.” [Vol. XI, No. 3, Issue 41, p. 26]
Sister M. Consolata, O.5.C.

Greenville, South Carolina

THE ARTICLE ''Wearable Fine Thread
Tapestries,"” by Eimyra Tidwell [Vel. X, No.
3, lssue 39, p. 34], captured my attention even
though I am a knitter, not a weaver.

| recently attended a meeting at a local
library where Elmyra Tidwell was the guest
speaker. Her lecture was most informative.
She also had her neckpieces and other weav-
ings on display.

| thank your magazine for the article
which featured this new talented creation. It
is amazing what some people can do with a
spool of thread. The photas in the magazine

LETTERD

of the fine thread pieces were very good, but
the actuat pieces are breathtaking.

Please encourage your readers to read
articlesin an art unknown to their awn hands
and see the artists you feature whenever
possible. | did, and Elryyra Tidwell's work and
lecture were so worthy of the time spent.

Delares Fischer
Florissant, Missouri

EACH TIME | RENEW The Weaver's Jour-
nal | think | should tell you how much | enjoy
eachissue. | subscribed for my students to in-
spire and to explore more weaving than | could
impart in two weeks. And it works as | hear,
now that I'm retired from teaching. Now |
have the time to explore and weave some of
the things | had made notes abour but didn't
have time or looms to try,
Margaret Carter
Charlestown, New Hampshire

YOU MIGHT BE INTERESTED to know
that the Yogue pattern #8440 used in mak-
ing the cape designed by Leslie Voiers (Win-
ter | 987} is no longer available in the stores.
By phoning the Vogue Consumers Ser-
vice peaple | was abie to get a pattern, but
they only hadit in size **Petite,"” and by now
even that may be gone.
Joy Neuman
Berkeley, Caiifornia
We are sorry for the inconvenience. This pat-
tern was still available when the article was
in preparation.

MANUFACTURER OF:
UNIQUE WHEELS & LOOMS
FOR PROFESSIONALS
SPECTACULAR COLOR-RANGE
OF HAND-DYED YARNS
ALL DESIGNED BY
RACHEL BROWN

Send 81 for complete catalog
PO BOX 2000W, TAOS, NM 87571

In the next issue

* Handspun Yarns and their uses will be featured,

with articles by:

Susan Byrd, Nancy Ellison, Peggy Frost
Meyer and LaVonne Schreiber.

* The ancient Scandinavian art of Nalbinding by Lifa

Nelson & Kate Martinson.

® Tapestry Tips—Part 2 by Nancy Harvey.
* Also featured: Overshot and double weave,

Qur SILK yarn Is avallabie in
36 hand-dyed colours.
Samples & price list $3.00

Catalogue conlaining complete
line of products $300
Mail order only.

Treenway Crafts Ltd. 3841 Duke Road, RR 1,
Victoria, British Columbia, Canada V8X 3W9
\_ Telephone: (604) 478-3538 Y.
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Announcing
Tapestry Weaving — Level 11
with

NANCY
HARVEY

PLUS:

Tapestry Level I
Stenciling * Needlepoint
Basketry & Weaving Courses

ORIAN 1 o oy 1328-Dept. W
Part Townsend, WA 98388
(2061 385 7480
Toll-Free 1-800-482-1122

VISA & Mastercard Welcome
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DeSIGNERY
A" CENTER CANDWICH,NH.

I AL HANDWEAVING
NUUNC!NGMLMW,%
Dur achievernent

HANDWEAVING WITH ROBERTanoROBERTA

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 lesson 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,

HENRY’S ATTIC

Textured Weft Yarns

5 Mercury Avenue, Monroe, NY 10850
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.

“Vew've golb Bo be sddsil™

HHANDRIERIER

Shuttle SFINDLE ©YEPOT

The Quarterly Journgi of the
Haongweovers Guild of Amearica. inc.

CONVERGENCE

A Blennial Convention
‘84 in Toronto, ‘88 in Chicogo

SERV'CES

Certificate of Excellence
In Handweaving and in Spinning

Siice & Textie Kits
Ubrary Book Rental
Suppliers/equcation Directorias

HGA ofters a host of member
sorvices to spark your creativity
and deveiop your skilis. Mermber-
ships are $25 per year (US funds)}.
Qutside of the USA, add 54 per yeor
{Pay In US funds drawn on US bank.)
Send cheack to: HGA Membership
65 La Salle Rd.

West Harftord. CT 06107,

MC & Visa welcomas.

THE CREATIVE SOLUTION

to your weaving needs




Teachers Directory

This special advertising supplement lists individuals who give lectures and workshops
to guilds, conferences and other organizations. If you are a teacher of a fiber specialty
and would like to be contacted about listings in a future directory, please send a post
card to: Teachers Directory, The Weaver’s Journal, P.O. Box 14238, St. Paul, MN 55114,

Basketry

ROBIN TAYLOR DAUGHERTY
2585 Juniper, Boulder CO 80302
(303) 444.5255

Robin Taytor Daugherty, author of $piins Woven
Basketry amd video instructor for Victorian Video
Productions Spéins Baskesry I and Spiint Basketry
{l, offers lively 3~5 day workshaps in Basketry:
spoked, ribbed, plaited, coiled or wicker; tradi-
tional and non-rraditional constructiens and
styles; comrnercial and/or locally gachered naw-
ral marerials. Sound construction rechnique is the
basis for creative design.

Dyeing

BETSY BLUMENTHAL

1200 E. First Street, Bloomington, IN
47401

(812} 334-2464

Lectures, one-day, two-day workshops offered on
following topics by experienced lectuser, expert
weaver of double-weave ikat fabrics and wall
pieces: “Controlled Dyeing wich Fiber-Reactive
Dyes Using the Dyekit Method;” “Drouble-
Weave Structure on 4- and 8-haness Looms:”
"Techniques of Warp and Weft lkat.” Resumé
and detatls of presentations available on request,

JILL E. MARTIN

3984 Blackstone Ave., Gurnee Il 60031

{312) 336-7698

Teach one-day vegetal ot acid dye workshop for

group of 6-18. Includes indigo. Students receive

20 samples of dyes on silk and wool. $60-75.
Offer one-hour lecture on history, botany,

chemistry of vegetal dyeing. Discuss activities ap-

proptiate for class or nature groups.

Felting

L e
ANN E. VICKREY

1064 Somoma Avenue, Menlo Park, CA
04025

{415) 321-3209

Lectutes, wotkshops: “Scandinavian Felting;”
“Choosing the Best Wool for Felting;” “Felt

Wearables: Slippers, Hats, Boots, Mittens,
Vests;” “Felt Projeces for Children.”

Spinning

L ]
IRIS L. DOZER

1530 W. Frier Drive, Phoenix, AZ 85021
(602) 943-0082

“Woolcombing and/or Yarn Analysis:" 2-or 3-

day. Emphasis on wotsted preparation and spin-
ning of four major yatn types: carper and/or

Lopi, worsted for clothing. high twist for lace or
crepe and cote spun. Lectures: “Wonderful Wor-
sted;” “Sheep Shearing in Arizona” and “Fashion
Fabrics — A Handspinners Viewpoinc.”

FLORENCE FELDMAN-WOQOD
P.O. Box 422, Andover, MA 01810
(617) 475-8790

Leceures: “Auwstralian Cashmere and Cashgora,”
characteristics and potential of these owo new lux-
ury fibers; “Silk —The Ultimate Luxury Fiber,”
silk fibers and yarns available to spinners and
weavers, with slides from Mainland China,
Wotkshops: {one-day each) “Silk — The Ultimare
Luxuty Fiber, How to Spin it;" “Exotic Fibers.”

ANN L. KRECKEL
P.O. Box 133, Webster, NY 14580
(716) 671-3793

“Advanced Yarn Design” (lecture without wotk-
shop): The purpase of this program is to explore
those areas in which the handspinner can crea-
tively produce a yarn that Industty cannot, or will
not produce. Industrial techniques are discussed
s¢ that che spinner understands current rechnolo-
gy. Yarn design as it relates to the handspinner
is exploted through the clements of fibet blend-
ing, color, ply and structure. Basic spinning com-
petence is assumed. More information upon re-
quest.

SHARON WICKSTROM

R.R. #4 C-5 Knob Hill South, Arm-
strong, B.C. Canada VOE B0

(604} 546.3224

"Beginning Spinning:" full introduction to
handspinning. “Dyeing co Design—With Col-
or.” numerous techniques using chemical dyes.
Produce many effects, a complere spectum using
only primary colors. “Warping —Fast & Fun!!”
Make loading your leom an casy, efficient proc-
ess, as enjoyable as the weaving. “Fashion Fabrics
& Finishes:" fabric structures, finishes, applica-
tion to gatrnent design. Brochures available on
request.

Weaving

[
PHILIS ALVIC

1622 Miller Ave., Murray, KY 42071
(502) 753-0150

Philis Alvic is a nationally-known artist, author
and weaver with twenty-five years experience,
She will conduct workshops or give lectutes in the
areas of block weaves, profile drafiing, fabric de-
sign, color inccraction, traditional influences,
composition and artstic expression. In all work-
shops special care is taken to meet individual
differences and interests, and to adjust topics 1o
skill levels from beginner to advanced.

CLOTILDE BARRETT

4475 Laguna Pl 4304, Boulder, CO
80303

(303) 499-0423

Workshops on the understanding of weave struc-
tures, including drafting and designing. Empha-
sis on lesser-known rtechniques. All levels of

skills.

SUE BEEVERS
P.O. Box 214, Chnron, NY 13323
(315) 853-3527

Lectures, workshops. Weaving: “Stripes;” “Dye-
ing Techniques;” “The Dyeing Notebook;”
“Coverlet Planning:” "One Warp, One Thiead-
ing, One Million Variations;” "“Ways to Weave
Overshor;” “The Lowly Twill;" “Boundweaves,”
“Building Blocks.” Spinning: “Setting Up a Dye-
ing Netebook,” “Dyeing Techniques for Spin-
ners;"” “Color Interactions;” “Handspinning With
Color;” “Spinning for Texture;” “Texcural Plying
Techniques;” “Fibre Blending.” Full workshop
descriptions and resume available. Enjoy travel-
ling. o '

BETSY BLUMENTHAL

1200 E. First Street, Bloomington, IN
47401

{812) 334-2464

Lectures, one-day, two-day workshops offered on
following topics by experienced lectuter, expert
weaver of double-weave itkat fabrics and wall
pieces: “Controlied Dycing with Fiber Reactive
Dyes Using the DYEKIT Method;” “Double-
Weave Struccure on 4- and 8-Harness Looms;”
"Techniques of Warp and Weft Ikat.” Resumé
and details of presentations availabie on request.

DEBORAH CHANDLER
Box 7298, Boulder, CO 80306
(303) 442-5283

1-5-day workshops on Beginning, Advanced Be-
ginning and Intermediate Weaving. Leceures on
a wide variecy of subjects. Author of Learming to
Weave With Debbie Redding, Victorian Video
Productions' Irtraduction to Weaving and Be-
ginning Foar Hamess Weaving, and Handwoven
Magazine's “Your Weaving Teacher.”

MARY RAWCLIFFE COLTON
21 Cedar Hill Rd. NE, Albuguergue,
NM 87122

(505) 294-5510

Slide Lectures: “New Mexico—Three Cultuzes:
Inspiracion and Fiber Art;” “Design from Your
Surroundings;” “lkat;" “Masks.” Workshops in-
clude "Color and Design for Garments or Wall
Hangings;" “Tkat Dyeing: Warp and Weft,”
“Masks: Masquerade and Magic” —off-loom or
on-loom; “From Floor to Back” —several tech.
niques adaptable for both rugs and garments. Al-
so available for basic weaving instruction.
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BETTY DAVENPORT
1922 Maban, Richland, WA 99352
(509) 946-4409

Learn to use your rigid heddle looom to its full
potential. Betry Davenport, specialist in rigid
heddle weaving, offers wotkshops in beginning,
intermediate and two-heddle techniques. Au-
thot of Handr On Riged Heddle Weaving, Tex-
tures and Patterns for the Rigid Heddle Loom,
and VVPs video course “Rigid Heddle
Weaving — Level 1.”

JOHANNA ERICKSON
48 Chester Street, Watertown MA 02172
(617) 926.1737

“Rag Rugs and Rag Weaving.” Lecture and
Workshaps. Slides, samples, demonstrations,
gimmicks and cricks. Recycling rags, history. de-
sign are discussed. Erickson's rugs of gorgeous,
designer chinizes are featured, as well as work
from many U.S. rag weavers. Erickson has lec-
tured and taught at many guilds and conferences
and has her own rag g business.

JANE EVANS

Greengage, Box 100, Grandors, Sask.
Canada SOK 1V0

{306) 668-4548

Enjoy the benefits of a Masterweaver’s research,
weaving and teaching experience. Workshop and
lecture choices include: shadow weave; color &
weave effects; fancy cloth (“rag™) rugs in free-
form designs on 4 shafts; loom-controlled rugs
for 4 or more shafts; unusual tic-weaves {Beider-
wand, tied Lawvian, twill-base, etc.) for mulu-
shaft fabrics and rugs. Intermediate and ad-
vanced level courses of 2—4 days.

KERRY EVANS

2308 E. Euclid Ave., Milwaukee, WI
53207

(414) 744-4096

Students explore the uses of the pulled warp
technique when applied o loom-shaped clothing
as well as to wall hangings and other functional
articles. In a one-day introductery workshop, stu-
dents weave varicus samples (o discover the
effects and results of this versatile technique. A
2,3 or d-day post-workshop may follow the
preparatory sample workshop.

BETTY GAUDY

998 Rio Verde E., Cottonwood, AZ
86326

(602) 634-8613

Traditional and innovative instruction: “Unusual
Transparency” in plain weave and overshot,
“Double-weave Pick-up,” "8-harness Bergman
Summer and Winter,” "Dukagang,” “Smocking
Woven on the Loom,” workshops and more.
New: Battenberg Lace workshop {Renaissance or
Brussels type lace). Received HGA Ceruificate of
Excellence in 1980. Former college instrucror,
weaver since 1960. Instructs and exhibits exten-
sively in the west. ’

MARY GUNN
7 Jonathan Lane, Westport, CT 06880
(203} 227-9186

Slide Lecture: "Weaver's Tour of Greece.” Over
300 selected slides and samples of texciles
gathered while visiting numerous Greek people
and places of interest to the textile arrist. Of spe-
cial interest Js the weaving of tradicional Flokat:
tugs and the native dyeing methods wsed in
Greece. Workshops: “Greek Flokat Rug Weav-

ing,” 2 days; “Inkie Weaving,” 2 days (can supply
inkle looms fot class); “Woven Hat Workshop,”
2 days.

SALLIE T. GUY
Route 6, Box 217, Murray, KY 42071
(502) 436-2261

Programs: “Color,” “Creative Fabric Designing,”
“Clothing Design,” “Custom Finishes,” "Using
Leftover Warp,” “Timesaving Tips," “Untan-
gling Errors,” “Unique Warp Manipulations.”
Workshops include: “Creating the Contem-
porary from the Traditienal,” Working with Col-
or & Design at the Loom,” “Clothing as an Arn
Form,” “Finishes" (braids, fringes, joins,
closures), “Versatile Moorman Technique,”
“Double Your Option: Weaving in Layers.”

Programs z2nd Workshops appropriate for all
levels of experience.

NANCY HARVEY

5834 Riddio Street, Citrus Heights, CA
95610

(916) 961-9369

Tapestry is my specialty and my workshops, lec-
tures and seminars deal with rapestry, designing
fortapestry, Navajo and Scandinavian traditional
techniques, for beginning, intermediare and ad-
vanced levels, Other workshops are offered on
topics such as teaching, writing and business, be-
ing in business, marketing and keeping records.
For mote details, write for my brochure which in-
cludes references and credentials,

JEAN HESSLER/New Twist

1042 9th Avenue, Sacramento, CA 95818
(916) 441-2209

Lecture and workshops developed to your in-
dividual needs in the areas of four-harness weav-
ing and spinning. Dyeing in the oven, microwave
and stove-top methods. Pattern drafring for
handwoven garments plus putting it together —
that is, creativity after weaving fabric plus knit-
ting tips. Resumé, brochure and references avail-
able upon request.

RUTH N. HOLROYD
20 Old Farm Circle, Pistsford, NY 14534
(716} 381-0063

Lecrures, Seminars, Workshaps: “Theo Moor-
man’s Technique,” 16 excrcises, workshop with
looms; "Playing With Profiles,” interchanging
unit weaves within multi-shafc profiles, based
upon Jacob Angstadi's manuscripr, seminar
and/or rotacing workshop; “Drafting, Draw-
downs and Cloth Analysis,” theory without
looms; “Basics for Beginners and Improvers;”
“Babbin Lace,” Torchen, Cluny, Buck's Point,
Honiton, demonstrations, wotkshops especially
beginning levels. Ingquire for other tapics.

BONNIE INOUYE

3304 Gumuwood Dr., Hyattsvifle, MD
20783

(301) 422-8926

Half-day to three-day wotkshops, all hands-on.
Emphasis is on practical advice and innovative
techniques. “Surface Design for Cotton,” covers
painted and block-printed effects on a wide range
of cotront and cotton-blend fabrics, useful for
handwoven or commetcial fabric. “Color-shifting
Warps” is an otiginal approach w warp ikat.
Longer “Warp Workshop” additionally considers
ideal warp length and new design techniques
used for peventing boredom when wotking with
longer warps. “Modern Cardweaving” is offered
a5 a half-day wotkshop.

BOBBIE IRWIN

1500 W, Plum, Box 6A, Ft. Collins, CO
80521

{303) 491-8967

Wotkshops, %:-3 days: “Danish Twined Rag
Rugs;” “Transparencies;” “Creacive Owvershot;”
“Weaving Vaniegated Yarn;” “Prepating Wool
for Spinning.” Seminars, Jectures: “Twined Rag
Rugs;” “Overshot;” “Tales Told by an Old Cover-
let;” “Being a Weaving Sleuth:” "A Weaver's
Heritage;” “View from the Back of My Loom.”
Flexible tates and schedule, happy to work wich
any size group. Send for brochure.

MARY ELIZABETH LAUGHLIN
1845 Oak Terrace, Newcastle, CA 956358
(916) 663-2295

Author of More than Four. Offering wotkshops
and seminars. Topics include; “Long-eyed Hed-
dies” (jack loom} “Bead andfor doup Leno:”
“Mix & March Weaves;” “Corkscrew Twill;"
"Multiple Harness Twills;” “Exploring Multiple
Harness Weaving.” Many of these have been
presented throughout the U.S. and Canada at
confetences and guild meetings. Write or call for
more infotration.

CHARLES A. LERMOND/The Loom
Shed

278 8. Pleasant 5t. Oberlin, OH 44074
{216) 774-3500

Hands-on workshops in overshot, Moorman and
rug weaving techniques, Demonstrations and/ ot
workshops In shaft-switching applications. Ex-
perienced weavet and fiber scientist with weaving
represented at Convergence '86. Write or call for
more dezails.

SUSAN MORGAN LEVEILLE
P.O. Box 310, Dillsbore, NC 28725
{704) 586-9418

Lectures and workshops: “Introduction to Rigid-
Heddle Weaving,” “Inttoducton to Four-
Hamness Weaving,” “Six Basic Four-Harness
Weaves with Variations” (lecture series or week-
long swarch workshop), “Warping Front-to-Back
with 2" Mixed-Yarn warp,” “Loom-Controlled
Lace Weaves,” “Color Palettes from Narure,”
"Simple Construction Techniques for Hand-
woven Wearables,” “Finishes and Embellish-
ments for Handwoven Garments,” “Shoreuts for
limited Production.”

LINDA MADDEN

2516 Mayfair Ave., White Bear Lake,

MN 55110

(612) 429-9191

Production weaver and professionally trained
teacher will present lectures and/ or workshops on
Wadmal (handwoven felt), Loom-controlled
Lace, Production Techniques, Sectional Warp-
ing, Drafting, Garments and Table Linens.
Classes are student-criented and conducted in 2
warm, suess-flee atmosphere. Teacher well-
known in Minneapolis-St. Paul area for her
wearables and table linens and for classes caught
at Weaver's Guild of Minnesota.

REBECCA MANDALL

Arizona Weaving and Knitting Studio

3620 N. Scottsdale Road, Scottsdale, AZ

85251 .

(602) 945-7455

Mandall is a production weavet producing yard-

age, exclusive clathing collections and architec-
Teachers Directory to page 47.
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Working with
the Bias

by Virginia West

N DESIGNING CLOTHING I have become

aware of the advantages of working with the

diagonal, or “bias” of the fabric. A garment

designed “on the diagonal” is comfortable to

wear because of the give of the fabric. Also,
the draping quality is enhanced, adding ro the
fuidity of the garment’s appearance. In the de-
sign of a piece of clothing, diagonal stripes can be
more interesting than the more obvious horizon-
tal or vertical ones, and stripes placed in different
directions on various parts of the garment can
add to the dynamics of design.

However, fabric of greater width is required
for design on the diagonal and fabric corners are
wasted. To alleviate this, build a 45° angle into
the design of the fabric as in the examples shown
here. The garment can then be cut along the
straight grain and at the same ume will achieve
all those desirable qualities of drape and stretch.

All rwills, especially those employing eight
ot more harnesses, give good diagonals and can
be woven to achieve 45° angles. The sett and size
of weft are both factors in achieving the desired
angle: Increase the number of ends per inch or
increase weft size if the angle is too shallow: de-
crease e.p.i. or weft size if it is too steep. To check
for a 45° angle, you will need a template, which
can be made with a square piece of paper by fold-
ing the lower corner to align with the opposite
edge. Place the edge of the paper along the edge
of the weaving to see whether the twill diagonal
follows the fold of the paper.

Five fabrics illustrate this concept: Four are
fascinating twill designs and one an unusual di-
agonal Bronson.

This attractive 10 shaft twill features ascending
diagonal ribs whose interstices are filled with tiny
flowerets. It is a two-sided fabric.

Warp: 8/2 viscose rayon, taupe, 2800 yd/Ib

Weft: 6 strand terracotta embroidery cotton,

2080 yd/Ib from Robin & Russ
Sett: 18 e.p.i.
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a special dynamic movement.
Warp: 8/2 viscose rayon, taupe, 2800 yd/Ib

le cotton

Sett: 18 ¢.p.1.

This 53 tic-up on a 10 shaft straight draw has

Weft: Mauve 6-ply rayon, 1400 yd/1bor 3/2 per-
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An 8-shaft double twill is woven in an untradi-
tional way to achieve an ascending broken twill
effect.

Warp: 8/2 viscose rayon, taupe, 2800 yd/lb

Weft: 6 strand cerracotta embroidery cotton,
2080 yd/1b from Robin & Russ

Sert: 18 e.p.1.
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In the fitst half of the threading draft there are

] 3 thread skips; in the second half there are 4

thread skips in the sequence. Cortespondingly,

B (0 the 4/4 twill tie up, there are 3 then 4 intervals

in the treadling sequence.

e Warp: 2 ply Tussah, #10, from The Silk Tree,

3750 yd/1b
Weft: Dyed silk, white medium singles, #26,

FE 2320 yd/Ib from The Silk Tree

Sett: 24 e.p.1.

TCOTO0

~oooodo

Diagonal Bronson

Warp: Celadon green sewing silk, L

4000 yd/1b '
Weft: Same as warp .
Sect: 24 e.p.i. |

No neat selvedge possible.

BLIMMEE (95T |




MEET THE AUTHOKS

BRAYO

Monica Bravo's interest in
Chilean embroidery led to
reproducing the techniques
featured in her article, She has
a farm in southern Chile
where she is introducing spin-
ning and dyeing to local wom-
en and helping them te mar-
ket their crafts in Santiago.
She has been a journalist, writ-
ing for prominent Chilean
magazines and continues 1o
free-lance,

Pat D'Andrea was co-
founder, publisher and editor
of Lz Confiuencia (The Con-
fluence), a regional literary
and pofitical journal published
inNew Mexico. A resident of
Santa Fe, she has worked ex-
tensively with the Ramah
weaving community.
Marolyn Downing's in-
terest in woven textiles dates
to the early 19605 when she
took classes at the Weavers
Guild of Minnesota, studied
spinning and cardweaving with
Savetta Livingston and dug up
heaps of dandelion roots in
pursuit of an elusive yellow
dye. She is currently textile
coordinator and buyer for In-
ternational Design Center in
Minneapolis.

e

DOWNING

MNancy Harvey began weav-
ing in 1974 and has devoted
herself to tapestry since
1976. She is the author of The
Guide to Successful Tapestry
Weaving and Patterns for
Tapestry Weaving, Projects
& Technigues. She is co-
owner of Victorian Yideo
Productions, producers of
arts and crafts video work-
shops including two tapestry
videos of her own,
Michael Hitchcock con-
ducted postgraduate field re-
search in Indonesia between
1980 and 1982 He was
awarded a Ph.C. by Oxford
University in 1983. Since his
appaintment to London's
Horniman Museumn as Assis-
tant keeper of Ethnography
he has continued to write
about textiles. His book, in-
donesian Textile Techniques
was published by Shire Publi-
cations in 1'985. He is current-
ly conducting research on tex-
tiles from the Balkans.
MNancy Arthur Hoskins has
a M.A_ degree in Fine Arts/
Weaving, Art Education and
Art History from the Univer-
sity of Oregon. She now
teaches at Lane Community

8-
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ROLINGSON

College in Eugene. She has
continued to do research and
writing and learning and does
weaving on Commission.
Lucy Anne |ennings has
taught basketry, weaving,
spinning and dyeing to both
children and adults. She lives
in Kingman, Arizona.
Kathy Kahn is a weaving af-
ficionado and chemistry
reacher in the St. Paul public
schools.

Beth Rolingson is the editor
of Tapestry Topics, the quar-
terly newsletter of the
American Tapestry Alliance.

P A |
THORNTON

She has been a tapestry weav-
er for seven years and has ex-
hibited throughout Texas
where she lives on a small farm
outside Austin.

Lavonne Schreiber is cur-
rently spending three years
doing research in Japan on
traditional textiles, toals and
techniques. She is retired
from teaching weaving and fi-
betin Colorado at the univer-
sicy level,

Sandra K. Thorton livesin
British Columbia. She has
travelled 1o Peru several times
to study the weaving of San

JENNINGS

WAGGONER

Pedro de Cajas and to collect
information on the produc-
tion of alpaca. She teaches
workshops, lectures and
weaves,

Virginia West founded the
Fiber Department at Mary-
lant Institute College of Art
in 1969. Her work can be
found in public and private col-
leetions throughout the Unit-
ed States, Europe and Austra-
ka. She is the author of several
baoks including most recently
The Yirginia West Swatch
Book.

silk cotton wool blends

choose from 54
different coned yarns
450 to 15000 ypp

Ten-Year
Cumulative Index

wholesale only

CRYSTAL PALACE YARNS
a division of Straw Into Gold
department WJ7

3006 san pablo ave.

berkeley, ca 94702

silk cotton wool blends
(] [ ] [ ] [ ]

A comprehensive cumulative index to the
first ten years of The Weaver's Journal is
available for $4.50 postpaid. Order from:
The Weaver’s Journal P.O. Box (4238,
St. Paul, MN 55113
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Tapestty Tips ru:

by Nancy Harvey

OW DO I make my interlocks look

good?  Sometimes they  work,

sometimes they don't. What makes it

so confusing?” I hear these questions

often when [ teach wotkshops. The
following tips should help you understand what
1s happening as you weave, and how you can con-
trol the process. Successful tapestry weaving will
soon become automatic.

There are two types of weft interlock tech-
niques and some variations within cach type,
When weaving a weft interlock the wefts hook
around each other in the space berween two
neighboring warp threads. The wefts 4o 7oz
“hook” around and share a warp thread, as they
do in warp interlock.

The two types of weft interlock are 1) weft
meetlock, often refetred to as single weft in-
terlock, and 2) double-weft interlock. When
weaving these techniques, we should be aware of
several things: 1) the direction in which the wefts
are travelling, 2) the position of the warp thread
after the iriterlock (up or down), 3) how often the
wefts interlock with the adjacent weft, and 4)
what the technique looks like when woven.

Weft Interlock

In weft interlock, the wefts can travel in the
same, or the opposite direction from one another
(figure 1}yand the wefts interlock every other row.
The front and the back side of the technique
locks the same. In double-weft inteclock, the
wefts travel in the seme direction (figure 2) and
the wefts intetlock every row. Double-weft in-
terlock is one tapestry technique that has a
“right” and 2 “wrong” side and it is the “wrong”
side that is up or facing you as you weave.
Therefore, if you choose to use double-weft in-
terlock, your entite tapestry must be woven with
the back or “wrong” side facing you while you
work, which means your cartoon must be a mir-
for image of the desired results.

Notice in figure 1 that no intetlock takes
place where the wefts meet each other on row one
or three, they only interlock every other row.
When the wefts travel in the opposite direction
the appearance is somewhat different. The two
wefts weave toward each other, intetlock around

Raw 4
Row 3
Row 2

Row |

3 4 6 7

5 I g8 9 IIO 1l
e
-:‘%—Jﬁ

&

Figure I. Weft in-
terlock. Wefts interlock
every other row,

Wefts travel in the
sarme direction.

Wefts travel in the
oppaosite direction.

o —
\ ’
7
Figure 2. Double weft
l intetlock. The wefts in-
Row 6 - terlock every row.
O —
rows S —I 3
Row 4
Row 3 ("""
Row 2 . - i
Row | — »
¢
<
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cach other and on row two weave back to the
edge. It looks like the wefts are interlocking every
tow, bue if you lock closely and compare figure
2 with figure 1a, you will see the difference be-
wween weft interlock and double-weft interlock.

Double Weft Interlock

To weave double weft interlock, make sure the
wefts travel in the same direction. (In figure 2, an
* indicates the weft you begin weaving with on
each row.) For example, the first row travels o
the left, so begin the second row with the weft on
the left. When it meets the adjacent weft, lay it
over the top of the new weft (forming the in-
tetlock), and weave the next weft, continuing
actoss the row if mote wefts are involved. On the
next row (3), weave the weft you finished the
previous row with (in this case the right-most
weft) towards the left, making the interlock, and
continue across the row. On row 4, start with the
left weft. Get the idea? If you always start the
new row with the last weft you wove on the
previous row the interlock will always happen
automatically. You will know you have done it
successfully by looking at it because a nubby
ridge forms on the top of the woven surface.

Double-weft interlock pives you the
smoothest intetlock of all the interlocking
techniques. When finished, the fronc side is very
smooth and flat because the double interlocks are
forced o the surface on the back side which is fac-
ing you while you are weaving, and the join
whete the two colors intetlock is the least ser-
rated.

—
e
] -
L
)

JH
i

Figure 3.

_— Row 2
cﬂ'._-' b
pu — Row |
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Note that the up and down warp
threads change as you move the inter-

locking position.

Refinement of Weft
Interlock

If you prefer to weave your tapestries with the
right side facing you, as I do, there is a way that
you can make single weft interlock lock alenost as
good as double-weft interlock. To refine the weft
uncetlock technique pay close attention o weft
direction, and the position of the first watp
thread after the intetlock. For example, look at
figure 3a. The wefis travel in the same direction
and on row two the left weft interlocks with the
right weft between warps 5 and 6. As the right
weft is woven, notice that warp 6 is in the #p posi-
tion because the weft passes under warp 6. This
ts the kind of thing that you have to watch for.
In this illustration, I would say to myself, the firsc
warp (#6) aftet the intetlock is in the #p position.

Now look at figure 3b. The first warp (#7)
after the interlock {row 2 after the lefc weft lays
on top of the right and the right is woven) hap-
pens 10 be in the down position. This is the
reason why your interlocks look different even
though you think you are doing the same thing.
Every time the shape of the design causes you to
move to a different area to interlock the xp /down
position of the warp after the interlock can
change. This happens because you must in-
terlock in a consistent manner, when the wefis
travel in the same direction either left-over-right
ot right-over-left, depending upon the direction
of the first row. As a result, if you had long ver-
tical areas where you needed 1o interlock, and
they stepped over only one warp every several in-
ches, you would get a different look each time
you moved to another warp.

Do not get discouraged. You can remedy
this situation and make the intetfocks look the
same, but you will have to weave the intetlocking
technique with the wefts travelling in the op-
posite direction. Follow the vartious stages as they
develop in figure 4a. In row 1 the wefts weave to-
wards each other. Change the shed and in row 2
decide which weft should be placed on wop. 1
would place weft A over B and weave B first. This
places the first warp (#5) after the interlock in the
up position. The row is finished by simply weav-
ing weft A to the left. Continue this exact process
(intetlocking berween warp 4 and 5) for the
desired number of passes. ‘

When it is time to move the interlocking
point one warp to the right, for example, the
thought process begins again (figure 45). The
wefts now meet berween warp 5 and 6. Before
you interlock, tell yourself that you want the first
warp #p after the incetlock. Therefore place B
over A to form the interlock and this time weave
A fitst so it goes under warp 5. The resudt is now
consistent with what we did in the previous step,
that is, always having the first warp #p after the
interlock. However, in this case the weaving se-
quence changed as we had to interlock B over A
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and weave A first, rather than A over B and weav-
ing B first as we did in the previous sequence.

By weaving with the wefts in the opposite
direction you have the opportunity to control
which way they intetlock {left over right, or right
over left), and you also can determine which weft
is woven first. You cannot do this when the wefts
travel in the same direction.

I prefer to have the first warp after the in-
tetlock in the #p position because my interlocks
look better this way. It can, of course, be in the
@own position. Try it both ways and decide
which works most smoothly and best for you.
The best way to understand this process is to try
it. Next time you have a little extra warp left at
the end of a project, try some of these interlock-
ing processes.

Analyzing and understanding this process
has been very helpful to me in my tapestry wotk,
and I hope it will be to you as well. It is especially
useful when weaving a tapestry in a side-to-side
direction where al] those horizontal design lines
become vertical while weaving and you do not
want to use slit technique because you would
have to sew the sections rogether larer. [ used the
single weft interlock rechnique (with the wefts
travelling in the opposite ditection) and found it
t0 be the perfect technique for ail the long
straight design lines in the tapestry pictured,
which was woven in a side-to-side direction. The
long lines ac the base of the mountains and the
shote would have been a succession of very long
slits that moved only occassionally to the next
warp. Slir rechnique would not only have been
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Frgure 4a. The first
warp is up after in-
tetlock. Weave B firse.
Figure 4b. The first
warp 15 up after in-
tetlock. Weave A first.

difficult to control, it would have weakened the
structute of the tapestry at that point.

In Part 1T, I will 1efl you how to use these in-
tetlocking techniques to create narrow vertical
outlines and also describe the process involved
when working with more than rwo interlocking
wefts at one time, say 5, 8, or 10, all ttavelling in
the opposite direction at the same time! See you

then.

Call Toll-Free "

1-800-THE-LOOM
843-5666
In Michigan (313) 547-9159
'til 10 p.m. EST, Mon., Wed. & Fri.
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~ BEKA ¢ CRANBROOK

Freight Rebates to $300+

Handweaving Looms from

GLIMAKRA * NORWOOD
SCHACHT ¢ LECLERC 3

N

PIPYCRAFTS & ASHFORD
Spinning Wheels
Instittional Inquiries Welcome

THE GOLDEN
HEDDLE

204 W. Fifth St., P.O. Box
761-WJ, Royal Oak, MI ﬁ

(313) 547-9159

Past Patterns

The Historical Pattern Company

Devoted to Authenticity

Patiern Catalog $5.00
Write or call (616) 245-9456 for
FREF INFORMATION.,

P.O. Box 7587
Grand Rapids, Ml 49510

MAIL ORDER YARN
NATURAL
FIBERS

and

BLENDS

alpaca * wools * cottons
mohairs * rayons

Narme brands and first quality mill ends
for knitters, weavers and machines.
Agents for LeClerc, Schacht. Harrisville,
Ashtord, Louet.

Over 500 colors and textures.

Send $3.50 for samples of; Harriswville,
Elite, Tahki. Plymouth, Crystal lalace, & more!

Periodic Updates = Quantity Discounts
ALSO  AVAILABLE: Exotic tiber samples

tapprox, 1501 ot silks, angora, ribbon,
cashmere, etc. --52.75
Bare Hill Studios
{Retail: Fiber Laft}
R 1 im0, Building), 1.0, Bux 327
Harvard, Ma 01451 y
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DYES

cotton-wool-.silk

Space dye or solid shades
on ALL natural fibers

BATIK-PAINT-STENCIL

All at room temperature
NO boiling == NO steaming
PERMANENT WASHFAST COLORS

FRE E? 1yrorurion
Speciatlists in Fiben Colonation

ROw..
(Eemica] & Dye
et et mo oz INC.
617-676-3838
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Harrisville Designs Harrisville, N.H. 03450  6os-827-3333
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HE FOUR-POINTED CAPS belonging to

the Huari-Tiahuanaco culeure (300-888

AD.) evolved in the area that today is

Peru, Bolivia, Chile and northern Argen-

tina. Their use was apparently ceremoanial
and religious. These caps have been found in
graves rogether with other funerary objects. They
have a variety of designs and colors, bur they ate
all executed with a needle-weaving technique of
self-supporting knots, known today as the dou-
ble interlocking knot.

The technique is very versatile, producing
wwo entirely different fabric faces. The mul-
ticolored caps have a rapestty appearance and are
made with thin yarns. These produce a linear tex-
tural effect, even though the position of the
stitches occurs diagonally in the rows. When a
thicker yarn is used and one color is maintained
throughout an area as in the case of thase caps

Peruvian
Technique

for Dimensional

Knotting

A Pre-Columbian application for

needlenetting

by Monica Bravo

Both caps are in the collection of the
Pre-Columbian Art Museum Santiago,
Chile (0179-0180).

made with one or two colors, the diagonal effect
of the stitch can be used to produce different re-
lief patterns.

This knotting technique is common to soci-
eties who have used it in the making of fishing
nets, What is differenct here is that the stitches are
used close together without leaving any spaces in
between, thus creating a fabric appearance.

Fishing nets were made using bone shuttles,
the caps with cactus needles. Today we use a
tapestry needle with threads no longer than 207,

The intricacy and richness of these caps
reflect the sophistication of a culcure that existed
1,385 yeats ago and with which we are still not
wholly familiar. Yet the little we know of these
people of the Altiplano lead us to believe they
wete rermarkable beings.
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The Double
Interlocking Knot

The double interlocking knot appears in all the
four-pointed caps have studied both at the Aza-
pa Museum in Arica, Chile and at the Precolum-
bian Museum in Santiago, Chile.

This knot is a combination of two loops:
Steps I-1I and Steps III-1V. The first two steps
produce a smooth sutface on the night side and
a grainy surface on the reverse while the second |

group of steps produces the opposite effect. It is | =g S Two samples by
advisable to alternace these steps to avoid having | - Monica Bravo showing the
the fabric roll up. l ™ | double interlocking knot.

Step 1 Step 2 Step 3

Figure 1. With an 18" long piece of chread Figure 2. The second half of the stitch is made Figure 3. To make the grainy surface loop as
knotted at one end and using a tapestry nee- by making the second loop as shown. Pull indicated. Pull tight and the first half of the
dle, circle che thread around three fingers and tight. This stitch has a smooth face. stitch is completed.

make the first loop as shown. Pull tight. The

first half of the stitch is completed.

()

N,
Step 4
Figure 4. Loop as indicared 1o complete stitch. Figure 5. Leaving a small space repeat either
Pull tight. At this point you may want to com- Steps 1 and 2 for a smooth effect or Steps 3
pare the two surfaces of the stitches. and 4 for a grainy one to complete the first

ow, Figure 6. For the second row, insert needle on
lower loops of fitst tow stitches. Repeat Step 1
for the frst half of the stitch and pull up as in-
dicated. You may work left to right {shown
here) or nght to left. Once you undestand the
fabric structure you can work on either side,
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Figure 7. Repeat Step 2 for second half of the
stitch and pull down as indicated.

-—

— @
Figure 10,
a. Appearance of smooth knot (Steps 1 & 2).
b. Appearance of grainy knot (Steps 3 & 4).
¢. To miake a circle for the top of the har, start
with 2 small circle and knot around to desited
size,
To make a square for the top of the cap, start
also with a small circle and establish four
equidistant spaces where increases will be
worked.

Figure 12, Straight knots in Steps 3 & 4
{Grainy surface).

Figure 8. Shows completed knot 1 & 2, If Steps
3 and 4 ate made, reverse the direction of the

FEigure 11, The beginning of a square top for a
four-pointed cap worked in combinations of
Seeps 1 & 2 and Steps 3 & 4.

Figure 13, The reverse side of the fonner ex-
hibits a smooth sutface. Therefore, each face
has to be executed in the corresponding knot.

Figure 9. To increase, make two knots in the
same [oop.

This cap is from the private collection of Juana
Garcdla-Huidobro in Santiago.

Figure 14, Steps 1 8 2 repeated on every row,
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Figure 15. The alternation of Steps 1 & 2 and 3
& 4 repeated along the row. When working the
second row on the reverse side knot according
to the way the steps appear.

Note the diamonds on this hat from the San
Miguel Azapa Museum.

Figure 18. When different colors are used st
complete one area of color and then add the
next, meshing the knots according to the
pattern.

Figure 16. Steps 1 & 2 and 3 & 4 worked to |
forn diagonals.

Diagonals are evident on this hac from the San
Miguel Azapa Muscum,

Figure 17. Steps 1 & 2 and 3 & 4 woiked in a
diamond pattern.

-a-—

F L I 1

B (o) (Y )
— YK )

| =

Je _J¢

e

Pattern diagram for hat
shown in lower left on
page 17.

Fragment in browns, reds and greys from the
private collection of Mr. Esponeys.
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EUROPEAN TAPESTRY COILLECTIONS
London’s Victoria & Albert Museum

HERE IS SOMETHING for every-

one in London’s Victoria & Al-

bere Museum. More specifically,

there ts something for anyone

interested in textiles. For the
weavet, the rug collector, the knitter,
the histonian, the textile designer,
lacemaker, needlework specialist, or
aficionado of costume and fashion de-
sign, there is an array of exemplary
hiscoric texules to study and enjoy.
When the collection is described as ex-
ceptional, that accolade is warranted.
With 400,000 pieces covering nearly
5,000 yeats from the third milleniem to
present-day textiles, the scope of the
collection includes every important
textile-producing petiod and culture
with surviving artifacts. It is the world's
largest collection. In overall composi-
tion and organization, “ptimitive” tex-
tiles are generally excluded, but are in-
cluded in collections of anthropology
museums and holdings such as the
Museum of Mankind.

Five museumn departments con-
tain portions of the V. & A.'s vast textile
holdings: Circulation, Prints and Draw-
ings, Far Eastern, Indian and in Textiles
and Dress (the largest portion). Origins
of the collection can be traced to the
competitive 1840s when England was
challenged by other textile-producing
countries. To garner a larger share of
wotld textile trade, the British needed
improved designs. In 1837 the Govern-
ment Scheool of Design was founded. In
1842 Eutopean fabrics of the Middle
Ages, as well as 16th and 17th century
pieces, were acquited as examples of
“good” design for students and
manufacturers to study. It was to be a
broad based collection for design inspi-
ration and technical research. The mot-
to of the museum, carved in stone over
the entrance was: “The Excellence of
Every Art Must Consist in the Comrplctc
Accomplishment of its Purpose.” The
present museum building opened in
1909 with mote space to house the ex-
panding textile collections,

Many inreresting stories could be
told about acquisitions which have
built the V. & A.’s extensive collection.
In 1857, the museum had just moved 1o

by Marolyn Downing

new premises in South Kensington.
Knowing that a particular tapestty was
very dear to Queen Vicroria, Prince Na-
poleon presented it as a diplomatic gift.
Thus the collection zcquired a neo-
classical Gobelin tapestry depicting
Artia and Paetus, with a border of sty-
lized bees added during the reign of
Napoleon Bonaparte.> More recent ac-
quisitions to the Prints and Drawings
section occurred about 1970 when two
curators were visiting Warners, one of
England’s oldest upholstery fabric
manufacturers, in Spitalfield and were
invited to look into their “archives.” In
a damp, rat-infested cotrage the cura-
tors found many volumes of Spitalfield
silks pattern books left by firms preced-
ing Warners.> Volume after volume of
pattern books trace and date the evolu-
tion of exquisite silk design from 1789
into the twentieth century. These pat-
tern books are now among the 10,000
textile designs on paper which the
museurn owns. Another recent find,
the collection’s finest 18th century
woman’s costume was discovered in
1970 in a spare bedroom of a Lord's
home in Inverness. It has been restored
with great care and skilt by the V. & A.'s
Conservation staff. Such holdings
prompted the deparrment to change its
name in 1978 to Texriles and Dress.*
Although I was interested in the
costume collection, it was a stronger in-
terest in home furnishing textiles and
rugs thar first led me to the Vicroria &
Albert. With only a few hours to spend,
I wandered past beautiful embroidery
samples, cases of lace that recalled de-
tails on historic portrairs, brocades and
velvets, tapestriecs depicting ancient
legends, displays of Scandinavian and
European home textiles and grand car-
pets. Upon leaving 1 vowed to allow
more time for the next visit. That visit
followed cotrespondence with Textiles
Assistant Jennifer Wearden who agreed
to open the carpets collection for my
study. On an April morning Miss
Wearden led me through the Textile
halls 1o a curtained bay. She pulled the
curtain aside with a long pole, revealing
mofe curtains wrapped atound groups
of rugs mounted on huge racks. She

then untied the cotton tapes which gic-
dled the covered rugs and asked which
groups [ would like to see: North Afri-
can Kilims, Caucasian knotted carpets,
Egyptian, Central Asian and Chinese,
or European and American. [ chose
three categories and examined over 240
rugs. From a richly colored Kerman
through Wiltons designed by William
Motris, to 20th century wool tufted ab-
stractions, the V. & A’s holdings pro-
vide excellent examples of design, style
and technique.

No single rug is as well known
however as the Ardabil carper. With
metit as a work of art, and as an impor-
tant  historic  piece, this large
(34'6" x 17" 6") carpet is dated 1540. Ic
is outstanding in size, fineness of weav-
ing and design. Weavers will appreciate
the technical points: The warp is of 2-
ply vellowssilk, 35 e.p.1. with a weft also
of yellow silk and 3 rows woven after
each row of knots. The knots of very fine
Persian wool are 19 to 1", with a bout
of 340 knots to a square inch. This com-
bination enabled the weaver to make a
dense and strong fabric and allowed
floral detail and curvilinear motifs to
roll across the field and border of the
carpet. Ten colors are balanced between
light and dark, typical of the early clas-
sic style of Sefavid decoration. For Wil-
fiam Morris, the well-known 19th cen-
tury designer, the Ardabil carpet had
“no counterpart, its design was of sin-
gular perfection . . . ".” Thisopinion
from one of their most persuasive art
referees  helped convince museum
authorities to acquire the carpet, now
considered one of the outstanding
pieces in the V. & A.’s holdings, It is
currently shown in a pressurized glass
case which makes it more difficult o
see, but protects it from damaging pol-
lution.

Williasm  Morris, whose printed
and woven textile designs of 100 years
ago are currently reappearing in both
fashion and home furnishing fabrics,
must be cited for his tremendous in-
fluence on the emerging Texriles
Department of the Victoria & Albert.
The museum relied on Morris during
the 1880s and 1890s as a member of the
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first formal committee of are referees,
and benefitted by his detailed 2nd
scholatly reports.® He in turn used the
collection as 2 resource for designs. Mor-
ris's finely woven silk and wool design of
1889, “Rose and Lily,” 1s based on a
17th century Italian woven silk in the V.
& A.'s collection. Several other textile
holdings provided inspiration on a fa-
vorite theme of flowering and fruit-
bearing trees during Morris's last ten
years of design work. This was an exem-
plary case of a mutually beneficial rela-
tionship in the growth of this major re-
source. Considering that the stated put-
pose of the collection was to elevate the
design standatds of British industry,
William Mottis assisted in accomplish-
ing this goal.

Guidebooks will advise that you
not miss the four Devonshite Hunting
Tapestries, shown in the V. & A's
Gothic Tapestry Coutt. Woven about
1440, these were the largest and finest
tapestries to have survived the Middle
Ages and can be traced to France’s
tapestry atelier in Tournai. Also of in-
terest to the tapestry weaver is a 1472
tapestry depicting the Trojan War and
three Belgian tapestries showing the
Triumphs of Petrarch, displayed in the
Gothic Tapestry Court. English, French
and Flemish tapestries of the 17th and
18th centuties arc exhibited in halls and
othet ateas of the V. & A. Holdings
have grown beyond 200 tapestries, and
are placed beyond the museumn's walls.
Several fine rapestries are displayed at
Ham House, a 17th centuty house well
known fot its otiginal furniture, decora-
tion, and a large collection of paintings.
A room of 18th century Gobelin tapes-
trics with martching upholstery is ex-
hibited at Osterly Park in Islesworth.

Some of the world’s most ancient
textiles are held by the V. & A., found
during systematic excavation by the
British and French in 1882 in vpper
Egypt. In addition to Coptic tapestry
fragments dated 6th w 9th century
A.D., tapestry ornaments, embroidery,
patterned woolen stuffs, resist-dyed li-
nens and garments are held by the
museum. Many of these have colors that
are remarkably well-preserved, and the
range of items provides valuable infor-
mation on the scope of the design and
production of an eatly era.

Surface designers find valuable,
varied resources in the extenstve hold-
ings of printed fabrics. From the carly
resist-dyed Coptic fabrics mentioned
above, through a latge collection of

English and French 18th and 15th cen-
tury pieces o modern screen prints, the
examples of process and period are
available to study and examine. The V.
& A.'s printed textiles by William Mor-
ris have been the subject of renewed in-
terest over the last several years. Printed
Indian textiles are also a noteworthy
holding in the Indian section. A large
portion of the 3,000 textiles held in re-
serve in the Student’s Room of the Indi-
an section are accessible to surface
designers and reseatchets by appoint-
ment.

Over 300 examples of lace, span-
ning a variety of eras and locales are dis-
played in glass cases in the Textile
Department. There are actually over
2,500 pieces of tace inthe V. & A.’s col-
lection, This is Great Britain’s largest
holding of lace, with the traditional
lacemaking center of Nottingham
holding 2,000. Picces in the V. & A.’s
collection include lacis (network) covets
from the 16th century, a rich holding of
17th century needlelace, and fine exam-
ples of 18th century Brussels bobbin
lace. Although the focus of the collec-
tion is on “fashion lace”, there are also
examples of Furopecan peasant laces,
some from India, South America and
the East Indies in addition to fine exam-
ples of tatting.®

“Opus Anglicum” or Englishwork
isa well-known portion of the V. & A.’s
textile holdings. This tradition of finely
done embroidery and ecclesiastic
needlework began in the 13th cenury.
After a rigotous seven year apptentice-
ship, professionals worked in special
London workshops. This disciplined
craftsmanship produced such treasures
as the V. & A’s “Syon Cope”, com-
posed of red and green silk threads with
gold ona linen ground. Figuresstand in
linked frames, a motif common to that
petiod. Histotians studying the Syon
Cope venture that the designers of such
needlework masterpieces may also have
been manuscript illuminators of the
time. The Syon Cope is a foundation
piece of a very distinguished collection
of English embroidery. Needleworkers
will find outstanding examples of
Elizabethan and 17th centuty embroi-
dery, and alarge collection of about 900
picces from 17th to 19th century Greek
Islands. Very finely embroidered silk
costumes from 16th to 19th century
Turkey enrich the collection, as well as
choice examples of peasant emboidery
from the Mediterranean area, Yugosla-
via, Hungary, Germany, the Balkans,

U.5.5.R. and Scandinavia.

The private museum of the East
India Company is the soutce of the V.
& As collection of Indian textiles.
Three main categories provide the
framework of this portion of textile
holdings: court fabrics, home-market
fabrics, and export fabrics. Intricately
embroidered hangings are among the
few court fabrics that have survived.
Peasant embroideties, woven and ptint-
ed lengths of cotton and silk, as well as
many silk and gold saris comprise the
home-matket collection. One of the
world’s most comprehensive collections
of chintz produced in India and sold by
17th and 18th cenrury merchants can be
studied in the Indian Textiles section, A
fine collection of Kashmir shawls in this
department can be compared to the
cachmere and paisley shawls produced
in competition in England's 19th centu-
ry mills and workshops. Smaller groups
of textiles from Tibet, Afghanistan and
Burma, as well as many examples of
Javanese batik round out the Indian sec-
tion’s holdings.'®

About 4,000 Chinese and a
smaller collection of Japanese textiles
ate held in the Far Eastern Section. The
Chinese group is divided berween
woven and embroidered pieces, show-
ing its greatest strength in 17th to 19th
century examples. The Han Dynasty,
206 B.C. to 220 A.D., and T'ang Dy-
nasty, 618 to 900 A.D. are represented
by some choice picces, as well as some
fine medieval silk tapestries from the
Ming Dynasty, 1368 to 1644. Greater
variety and scope are shown from the
Ching Dynasty, 1644 to 1912, includ-
ing 250 robes as well as velvets, brocades
and fine embroideries. From Japan, ex-
emplary Noh priest’s robes, woven tex-
tiles, silk tapestries and embroideries
are included. lkat and resisi-dyed
fabrics from rural Japan and a group of
19th century woven silk jacquards hold
interest for today's textile specialist and
designer.'!

The Department of Textiles and
Dress cannot be reviewed without men-
tion of the Costume Collection. Cos-
tume, fashion and accessory textiles
provide cross-references to many of the
techniques and textile disciplines men-
tioned here. Eatly Coptic tunics and
medieval woven items are starting
points for studying the evolution of cos-
tume and dress. A 17th century Vene-
tian knitted silk jacket with silver gile
thread has been described as a technical

YEA o page 64,
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ON'T ALWAYS RELY on first impres-

stonis. When I first saw the San Pedro de

Caras Tapices (tapestties) in a Lima,

Peru gallery I dubbed them “picture

weavings” and dismissed them as being

intended only for the tourist trade, My opinion

changed when, several moanths latet, I saw one of

these weavings in a Canadian are gallery and was

impressed by its simple beaury. I decided rhen

that on my next trip to Peru 1 would rake a closer
look at these weavings,

The opportunity came a year later while 1

was in Huancayo, a city in the Mantaro Valley

of San Pedro de Cajas, Peru

by Sandra Thornton

186 miles from Lima. Here I mert a textile im-
porter from the United States. A salesman ar-
rived at het hotel room with three large bags con-
taining about fifty 24pices. The subject matter in-
cluded typical Peruvian scenes: buildings,
traditional costumes, llamas and fiestas. The col-
ors varied from soft and muted to bold and
bright. Some of these weavings had beautiful
shadings and masterfully portrayed subject mat-
ter; others, by comparison were quite crude. My
curtiosity aroused, 1 asked my tour guide Luis to
take me 1o San Pedro de Cajas.

San Pedro de Cajas is located between Junin

Tapiz by Francisco
Huaynate Paucar.

PHOTOS BY SANDRA THORNTOM
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Francisco Huaynate
Paucar working ac the
loom.

Warercolor cartoon of
tapiz at tight.

Tapiz by Francisco
Huaynate Paucar.

and La Oroya about four houss bus ride from
Huancayo. The bus left us at an intersection by
a sign pointing toward the distant hdls. No
buildings were in sight, and a little yellow Japa-
nese pickup truck was the only sign of civiliza-
tion. The driver agreed to give us a ride and we
shared his truck with two returning villagers and
eight sheep. Thirty minutes later we saw the
village of adobe houses with tile roofs nestled in
avalley below. Shortly we arrived at the Plaza de
Armas, the town center and were soon adopted
by a large group of children. When asked about
weavers, they led us to the home of nineteen year
old Lino Bonito Oscanoa and his wife Hayde
Vilchas de Oscanoa.

We passed through an enclosed garden and
into the room where they worked. The toom was
latrge and poorly lit. A bed occupied the apposite
end of the room next to a small window. Design
tdeas for tapices — a scenic watercolor and picture
postcards of Peru—were laid out on the window
sill. Each of these had been squared off with
string of lines to form a working grid to make an
enlarged pattern. This partern would then be
inked onto the warp. Along one wall were ten
large plastic bags containing dyed wool.

Naztural and aniline dyes had been used.
Hayde stood at a worktable and demonstrated
how wool is carded and made into rolags. The
rolag is stretched out and rolled between a square
of butlap nailed o the table and a board covered
in felt to make a mecha (rolag tube)}. These are
used as weft in the tapices. A rainbow of these
colorful mechas hung on a line behind the looms
ready for weaving. Lino laid the mechas into the
open shed, changing colors where needed
according to the pattern on the warp.

Originally the villagers of San Pedro de Ca-
jas wove mantas {carrying cloths) on their floor
looms. They also wove the pulfucata {called
catarana in this area), a small square blanket that
is worn undet the aylurana ot large blanker which
is worn for warmch. From about 1962 w 1968
San Pedro de Cajas acted as a center for the pro-
duction of guepecata (baby carriers). The
otiginal weavers, the Paucar, Leon and Yurivilca
families designed and wove these of syntheric
material using the popular colors and motifs of
the regions where they were 1o be sold.

The development of the tapices began with
the weaving of large blankets. These blankets
were woven on floor looms and used very thin
mechas and handspun wool o create geometric
designs, Originally there was lictle difference be-
tween the blankets and tapices, but as the better
patterns received higher prices, the competition
among the weavers to create new figures, patterns
and motifs grew. The rtapices that evenrually
evolved are scenic pictures made entirely of
mechas and cotton weft. The only weaving re-
maining in the tapiz that is similar to the blanket
is the beginning and ending known as the orzlla.

Upon my return to Lima [ met Francisco
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Huaynate Paucat. Francisco, 2 member of a San
Pedro de Cajas weaving family, now has his
studio in a three stoty btick and concrete block
home in Lima. Here he eatns his living as a weav-
er. His weavings are “paintings in wool,” and |
was delighted that he took valuable time.to teach
me this technique,

Francisco and his family live on the first floor
of his house. The third floor is used for storing
raw fleeces and the drying of those that have been
washed. The second floor is his working area. It
has a dyeing room with a sink and a kerosene
stove. Most of the dyes used are natural: Lichens
are collected at San Pedro de Cajas and dried for
later use.

In a large teasing and carding area his niece
was making rolags. Unlike the Oscanoas, Fran-
cisco prefers to use a board on his lap which is
covered with a picce of carpet. He uses his hands
to roll, stretch and twist the wool rolag into a
mecha. The mecha is rubbed between a carpet
piece and a second board to tighten its fibers and
give a consistent diameter of abour three-cights
of an inch,

Four massive oot looms from San Pedro de
Cajas stood in the weaving arez, each with cotton
watps 500 to 1000 yards long thar ate purchased
from a factory already made up. Francisco dyes
the warp chains pale pink, which he feels blends
over all of the mecha colots. It takes two 1o three
days to dye the warp in sections using natural
dyes with salt as a mordant, and the looms are Making a mecha.
warped at 15 ends per inch. Pacterns for the
tapices, inspited by Francisco's surtoundings and
experiences, are inked onto the warp prior to
commencing the weaving.

The tapices are begun with a heading of 13
to 15 shots of handspun wool. The mechas are
totn into segments as needed and laid into the
open shed working from one selvedge to the oth-
er according to the pattern. To keep the wool
smooth in the shed, they are beaten down wich
a nail or bicycle spoke. Two shots of cotton weft,
slightly finer than the warp, are then woven in
followed by another row of mecha pattern, Fran-
cisco, like many weavers, includes his inittals in
his tapices to identify his work. When the totai
picture is completed, 13 to 15 shots of handspun
ate woven as an ending. The handspun areas
(otilla) are hemmed when the tapiz is removed
from the loom. It takes two to three days to weave
a square yard.

I bought two of Francisco’s “paintings in
wool” as well as a watercolor drawing used for the
pattern. These have become an inspiration for
me as | adopt the Sen Pedro de Cajas Tapiz
technique for my own loom, I am fascinated with
the idea of weaving a “picrure” without the use
of time-consuming, traditional tapestry tech-
niques. As I perfect my own weaving, 1 am gain-
ing an even greater appreciation for the beauty of
the finely woven San Pedro de Cajas Tapices
made by these Peruvian artisans,

Table for making
miecha—rolag mabes.

Weaving a tapiz.
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Two Block Rug

in Boundweave

The Weekend Weaver explores the three-end, two-tie
unit weave 1n 4 variety of designs and weft materials

by Phyllis Waggoner

NE OF THE PRINCIPAL rewards to be

gained from weaving is all the wonder-

ful products of the loom that we use and

enjoy in our home. Handwoven atea

rugs and floor runners are a special in-
terest of mine —at least one rug adorns nearly
evety room in my house. [ derive much pleasure
from stepping out of the shower onto my cordu-
10y rag rug (see The Weaver's Journal, Vol. X,
No. 2, Issue 42 (F86), p. 42), or standing at the
kirchen sink on another rag rug, or welcoming
guests into our home as they step onto a large
boundweave rug in the foyer, It's not only a plea-
sure to know that I've produced these objects
with my own hands but also to observe how well
they endure daily use and visually fir into the en-
vironment. They challenge me to improve my
rug weaving and designing skills and provide me
with an endless list of ideas for new pieces. So put

on your "Weekend Weaver” hat and weave a rug

or two for your home in this two-block unit
weave.

This three-end unit weave produces a stur-
dy, supple rug that is reversible, although the
colors change places in the design on the back-
side. It is woven with rwo shuttles which enter
from opposite sides of the rug. When begun in
this way, the wefts catch tidily ac the selvedges
without the assistance of a floating selvedge.

This is basically a two-color weave with the
two blocks each cartying floats of color. Both
blocks can be woven in the same color but this
must still be done with two shuttles so that the
sclvedges catch properly. The blocks can be trea-
dled together so that a different color weaves on
the face and on the back of the rug. More than
two colors/ shuttles can be used to make steipes in
the blocks but then a floating selvedge must be
added to insure that the wefts weave neatly at the
selvedge.

The units in unit weaves ate small groups of

warps that interact together causing the weft o
float on the face or on the back of the textile. The
warps in each vnit are alternately threaded on tie-
down shafts, common 1o all the units in the
weave, and a pattern shaft which determines the
different blocks of the weave, thus A block, B
block, etc.

The threading draft for unit weaves can be
notated in a simplified form called a profile or a
short draft which is diagrammed on graph paper.
A square represents one threading unit and each
adjacent horizontal row is allotred to a different

The limited color paletic of
red and brown focuses at-
tention on the strong tectan-
gular shapes and the posi-
tive/ negative thythm crear-
ed by exchanging colors in
the wo blocks.
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Four possible drawdowns for this
two block profile drat.

Materials

Warp: 8/5 linen rug warp from Malcyon,
Fortwo 2’ x4’ rugs, plus loom waste and
warp finish, use two tubes (260 yards/250
gr tube).

Warp Length: |3’

Sett: 4 e p.i.

Width in reed: 27"

Reed: 4 dent, | end per dent or 8 dent, |
end every other dent. First and last two sel-
vedge warps are doubled, sleyed together
ina 4 dentreed, or sleyed side-by-side in an
8 dent reed.

Weft: Allow /5 to V2 b of weft material per
square foot of rug.

Weft I: Rag weft. 3 to 4bs of %" rag strips.
Weft 2: Berber type, heavy wool singles,
such as Yorkshire Tweed from Halcyon. 160
yards/Ib.

Weft 3: 3-ply rug wool, used two fold in the
shuttle. 470 yards/lb.

block. The profile draft for this 277, three-end
two block rug, sett at 4 e_p.i. is diagrammed on
rwo horizoneal rows 36 squares wide.

Profile Drawdown

Designing the size and arrangement of the two
blocks can be worked out on a rectangular format
that is skecched out benecach the 36 unit width of
the profile draft. This is called 2 profile draft
drawdown. There are few rules governing block
weaves. Once the watp is entered the width of the
blocks is fixed for theit duration (shaft-switching
eliminates this restriction, (see The Weaver's
Journal, #s 17, 20, 22, 32), although the length
of the blocks can be varied. The two blocks can
be combined by weaving them in the same color
thus creating asingle “block” spanning the width
of the rug. The two blocks can be alternated any
number of times actess che design, but of course
all the A blocks will carry the same color and
weave simultaneously when that block is trea-
dled, likewise for the B block.

The block arrangement for this rug is simply
9 repeats of A block (2,3,1), 18 repeats of B block
(2, 4, 1) and ending with 9 repeats of the A block
(2, 3, 1). This draft yields a wide central block
flanked by a narrower block at each selvedge. Its
drawdown possibilitics are endless. A few of
these drawdowns are:

1. “Squate the blocks.” Beginning at the right,
weave each block as long as it is wide, then re-
verse. This will produce a rug 1% times as long
as it is wide.

2. Square the A block and elongate the B block,
ending with the squared A block.

3, Create a “frame” around a central field, Weave
the rtwo blocks with one color until the A block
15 squated, then introduce a second color in the
B block. Weave desired length and finish. This
formar would lend itself nicely o the use of
space-dyed weft in che B block.

Preparing the Warp

The 8/5 linen warp yarn issettat 4 ¢.p.i. The furst
and last two warp ends are doubled and sleyed 1o-
gether in one dent of a 4-dent reed. If an 8 dent
reed is used, then enter the warp in every other
dent and sley the last two doubled ends in adja-
cent dents. _

The warp is relatively simple to prepare and
by winding it four ends at once, the procedure
takes vety little time. Wind the warp in two sec-
tions so that its tension is more evenly distributed
during beaming. If you choose not to wind the
warp In two sections ot forget to do so, I would
encourage you to at least divide the warp in half
and hold it in two hands ot wrap it around the
breast beam in two parts while it is being
beamed. The more perpendiculat che watp is to
the warp beam, the less slack will occur at the sel-
vedge.

Threading and Tie-up

Each of the two blocks are threaded on three
shafts, 2, 3, 1 (A block) or 2, 4, 1 (B block). One
shafr, 3 or 4, functions as the partern shaft caus-
ing the weft to float on the surface or on the back
of the rug. The remzining two shafts, 1 and 2,
control the tie down watps, I appreciate this
weave because the weft only floats over two warp
ends at a time which makes the mg quite solid
and snag tesistant even with a relatively open
warp sett.

To weave color D (datk) in the A block and
colorL{light} in the B block, the treadles for a ris-
ing shed loom are tied 1 & 3, 1 & 4,2 & 3,2 &
4. They are tromped boundweave fashion, i.e.
the treadling sequence is repeated over and over.
The two shuctle colors D and L are thrown
L,D,L,D, repeat. Note that when shafts 1 & 3 are
raised and color L is laid in the shed it passes un-
der all the warps threaded on those two shafts
and over the warps on shafts 1 & 4. Thus color L
will appear in the 2,4,1 block on the face of the
rug and in the 2,3,1 block on the backside. To
switch colots, weaving L in the A block and D in
the B block, complete the 4 treadle sequence,
ending with D and then throw I again on trea-
dle 1 & 3 followed by L,D,L to complete the se-
quence. Repear for length of design.

A solid color can be woven across the face of
the rug and anothet color on the back if addition-
al treadles are tied 2,3 4; 2; 1,3.4; 1. When the
color shuetle sequence in 2, L,D L; D appearts on
the back, L will show on the face.

28 O THE WEAVER'S JOURNAL




At the beginning and end of this
wool rug, the A and B blocks were
woven in the same colot using two
shurcles. Small stripes in 2 contrast-
ing colot were tepeated at measured
intervals along the sides of the rug
10 emphasize its length and creace
interest.

The coloc location charge oa the
backside of this rug places the con-
teasting stapes along the center
field.
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The doubled warp yarns used in che
twined weft protectot are wound on
bobbins to simplify the process. Say
10 yourself “under, out, over.”

When the wefis ate beaten
after the twa shots are
thrown, the weft that ap-
pears in exch block shides
easily over or under the och-
cr weft,

Twined Heading

Tie the warp on by the lashing mechod. This is
a good way to fine-tune the rension. Spread the
watp by weaving fout shots of filler weft on a pair
of opposite treadles (no tabby possible with this
weave). Beat the wefi in only zfzer the last pick
has been entered and the shed changed.

Set a temple in the filler yarn to prevent
drawing-in the warp during the next step. Two
rows of twining make a good weft ptotector. Pre-
pare doubled warp yarns six times the width of
the rug. Fold them in half and attach with a larks-
head knort to the first warp end on the left. Wind
the ends in butterflies or on small yarn bobbins.
Alternate the ends, moving to the right, under
the warp, over the waiting end. Say to yourself
“Under, Out, Over,” etc. Return to the left for
a second row of twining, then loosely crocher ex-
cess to keep it out of the way. The ends will be
finished with a four-strand braid after the g is
cut from the loom.

Weaving

Weaving this rug becomes quire mechanical and
proceeds quickly. Take the time at the beginning
to establish some good habits. The rug is begun
by entering the rwo shuttles from opposite sel-
vedges. Always place the shurtle that weaves
floats in the block at the selvedge closest to the
fell of the rug and the other behind it. When a
weft shot is thrown take time to stnooth the weft
around the selvedge warps, rucking it in; then arc
it up about six inches in the center and bring it
down at the other selvedge. Change sheds, but
don't bear now. Throw the other shuttle, arrange
the weft as noted above, change sheds and then
beat. This procedure insutes that the two wefts
for front and back sides slide over and under one
another in the proper blocks. While you are be-
ing careful 1o lay the weft in the shed properly,
also watch for drawing in of the selvedge warps.
This vigil eliminates the need to use the temple.

e st Ll L L]

Practical Notes

Some weft yarns that are compatable with the
8/5 linen warp and 4 e.p.i. sett are: 3-ply rug
wool, two fold in the shuctle; berber singles; %
wide rag strips. In choosing a weft, allow between
% to % b of weft per one square foot of rug.

[ usually dress my loom with enough warp
for two rugs just so that the loom waste is not so
great. A note of caution: The pattern warps in
this unit weave do not weave as often as the tie-
down warps, so with too lengthy a warp the pat-
tern warp’s tension witl grow slack relative to the
other warp ends. Consequently do not prepate a
warp longer that two rugs worth.

I have prepated the beater on my loom so
that a weight can be added for casier beating
when weaving rugs. 1 drilled two holes in the bot-
tom part of the beater under the reed and drilled
corresponding holes in a piece of angle iton, This
was easily bolted into place on the beater. Two
cap nuts protect anything from being caught by
the threaded end of the bolts.

Finishing

When the rug is completed, make two tows of
twining as you did at the beginning. This time,
start at the right selvedge so that the braided ends
will occur at opposite cornets.

Weave in a few shots of sctap yarn to hold
the twining in place before cutting the rug from
the loom. Lay the rug on the floor fora day or two
to allow it to “relax”. The twining performs as
weft protector and now the warp protector must
be applied. Place a heavy weight on the rug while
working the half-damascus knots. With the side
of the rug that notmally won’t be seen face up,
begin working at the selvedge opposite the twin-
ing thrums, Grasp a group of warps in one hand
and hold them taut. With the thumb and index
fingers of the other hand roll the first warp over
and under the adjacent warp end and draw it up
between the two. Work in this manner across the
tug, “over, under, up”. Don’t knot the two dou-
bled warps near the twining thrums, but instead
braid these ends with the twining thrums into 2
four-strand braid. Next, draw rhe warps two at a
time back into the rug parallel with the warp with
ayarn needle. Stagger their length so the ends do
not form a ridge when they are cut off. Before
cutting the warp ends, grasp the edge of the rug
atone end and pull each warp end tightly to firm
up the half-damascus knot.

Block the rug by laying it face down on a tet-
ry cloth covered board or carpet. Square the cor-
ners and straighten the sides, fixing them secure-
ly with T-pins. Steam press the rug and allow o
dry in place. :
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In this detail the warp ends
are tied in a half damascus
edge finish 2nd then drawn
waIp-wise info the rug, two
at 3 tiae. The length that
each pair runs along a warp
end i staggered so thac 2
ridge is not created where
they ace cut off.

A four strand braid is plait-
ed from the i of doubled
watp yamn used for the
B twined weft protector.

Cutting Rag Strips

The following instructions are for cutring fabric yardage in contlnuous rag strips
usinyy a rocary cureer and cutting board. Scissors can be used instead, according ro
vour preference. A cutting board & useful asa guide for cutting the strips all the
same wicdth, '

L. Orpen or remove all hems and wash new goods.

2. Bemowe the selvedpes.

3. The rmoss manageable width for Eabric is abour % yd. Tear your goods ina warp-
wise difection into pieces this size. : -

4. Fold the fabric in half, then being the rvo non-selvedpe ends together. Fald
again, bur not quite in half by bringing the folded end ta within 2 of the wo
open ends,

3. Place the folded goods on the cuting board with the apen ends farthess away
from you. Positon the straightedge on the folded fabric parallel with the selvedges,
leaving % * of tabric exposed on the rghr. -

6. Lsing the straighredge asa guide, begin curting the strips by placing the curting
ol 114 " down from the open edges of the fabric and drawing it toward youwrself
with a fiem, swifit stroke. The cutting ool works best when drawn toward you, so
be careful. Move the soraighredge to the left % " and make the nexr cur, Conrinue
cutting in this manner scross the fabric. Soon you will develop skill and confidence
and the cutting will proceed quickly,

7. Afrer the folded fabric has been cut into swips, the strips must be red at
their joined ends 1a become one continaous serip. Proceed cautiousy with this step
of you could end up with many shor strips rather ehan one long stop. Sar widh
the tog layer: Cur through o the fiest cut, then skip 2 cut and cut through m the
third cut. Conrinue across the top layer of the joined swrips, cutting through 1o sep-
atate every atder ewd. Now fold the rop layer of separared strips back and begin
sepataning the lower layer. Start ar the same sigde, but on this layer do noe eur
through to the firs cur, rathee, skip one cur and eut through to the secomd cut.
Continue cutting across this layer of joined strips, cutting through to every other
cur.

8. The "retutn” ends of the suip should be trimmed so thar they ase more rounded.
This can be done as the continueus strip is wound into a ball or onto a shuttle or
during the weaving.

Salews Rule & Custer, The kit, available from The Craftsman’s Touch in Bemidji,
Minnesota, containsa 6" % 247 elear aceylic ruler, 2 rotary eutter with 3 safety cover,
and an 18" % 24" cutting board that is marked with a 1%grid, Also in the kit are
Large push pins and 2 bias tape folding guide. $37.30 including postage.
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“Daylilics,” pro-
duced by the
Scheuer Tapestry
Studio, New
York. 72" x 96",

L. Mavterpieces of Chinese Sk Tapesiry
and Embroidery in the Natiowal Palace
Musewm. Taipei, Taiwan: The Macional
Palace Musswm., 1971, page 3.

2. F. P. Thomson, Tapesry. Minvor of
Hiseory, New York: Crown Publishers
Inc., 1980, Chapter 2,

3, Jean Lumgar Dengning Tapestry.
Greae Brirun; Rockcliff Publishing Co.,
1950, pages 20, 31.

The

American

“Fibnl,” by
Phocbe McAfee,
76" % 65",

by Beth Rolingson

Tapestry Alliance

APESTRY WEAVERS today find
themselves in 2 unique position, working
in a craft both ancient and modern. Ina
ume when fiber art has left its two-
dimensional plane to become sculpture
and collage, the rechnique these weavers use is
over three thousand years old and remains nar-
rowly defined. “Tapestry is a wefc-faced weave in
which the colored weft does not run from sel-
vedge to selvedge but crosses the warp only with-
in the area of the intended pattern,”!

In July, 1986, the American Tapestry Alli-
ance mounted the firse major exhibition of tapes-
tries woven in North America. Thar exhibition,
“Panorama of Tapestry: A Tribute to Jean Lur-
¢at,” was installed ar the University of Toronto,
Canada, in conjunction with Convergence '86,
the biennial conference of the Handweaver's
Guild of America. The jutied competition repre-
sented the best work currently being done in
tapestry in the United States and Canada.

Although fragments of tapestries have been
discovered in Egypt from 1449 B.C., the Black
Sea region from 400 B.C., Peru from 250 A.D,
and China from 700 A.D.,? modern tapestry is
generally recognized as having its roots in Euro-
pean tapestry tradition. It reached its peak in
France during the middle ages when the great
workshops and manufactories were established at
Arras, Aubusson and Gobelins. The tapestries
were usually mythic or historic in theme, domi-
nated by the human fgutc on a ground of
verdure —greenery —or mulle fleurs, a popula-
tion of many stylized flowers. Yet, by the nine-
teenth century the tapestries created in France
were merely fabric copies of paintings. The Pre-
Raphaelites in England in the late nincteenth
centary, and Jean Lurgat in France in the early
wwentieth century, revolutionized the medium
by reintroducing medieval techniques: a limired

_range of colors, heavier warp and weft, designs of

k]

“monumental scale and theme”™ and most im-
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porrant, designs that made use of the natute of
the weave,

“Rather than using intermediate tones to
produce shades and transitions in shaping
figures, Lurcac uses a mosaic of pute colors. On
the ground colot of 2 shape he sets a stippling, or
hachure of another color. This creates an optical

iltusion of form which has great vigor yet is highly

stylized. The high relief and decorative use of
color gives the look of a woven woodcut rendered
in Persia and definitely not a painting.™

This resulted in a new medium for the ex-
pression of modern art. Picasso designed rapestry
as did Calder, Klee and Ernst. Chagall continued
to design tapestrics until his death in 1985. The
subject matter of contemporary tapestry has be-
come more personal and the style as varied 2s the
individual designets, ranging from phoro-
realism to abstract. The wotk exhibited in Toron-
1o, and being produced throughout the western
world today, ts a new and vital art form. The
themes and consciousness of modern civilization
are being recorded in a timeless medium.

Tapestry Network

The American Tapesity Alliance was formally
founded in 1982 o provide a network for weavers
producing two-dimensional tapestry. Its incep-
tion however, was several years earlier, in 1976,
when Jim Brown and Hal Painter, to celebrate
the nation’s Bicentennial, traversed the country
like the itinerant weavers of old. Instead of weav-
ing linens, they gave tapestry weaving work-
shops. It was because of that expericnce that they
realized there was a need for a support group for
tapestry weavets. Jim Brown and Hal Painter had
co-directed the Oregon Summer Workshops for
eleven years as well as mounting and jurying two
National Wool Showcases. They set the or-
ganizational wheels in motion and afrer many
months of making petsonal contacts, writing let-
ters and advertising, the American Tapestry Alli-
ance was formed.

Jim Brown became the director and Hal
Painter one of the original two board members,
The other member of the board was Ruth
Scheuer. Ruth Scheuer had been involved in the
creation of the San Francisco Tapestry Wotkshop
in 1976. She went on to study in Paris ar the
Manufacture Royale des Gobelins and then
retutned to New Yotk City to establish the
Scheuer Tapestry Studio, which employs a staff
of trained and apprentice weavers.

Besides providing a network for tapestry
weavers, the original goal of the Alliance was 10
promote and facilitate the sale of tapestry. To ac-
complish this, contacts had to be made among
corporate and ptivate collectors, architects and
interior destgners, and an educational campaign
was begun to create a public awareness of this
craft. A slide archive was indispensable, not only
in the preparation of a brochure to be presented

to the American Institute of Architects and the
American Interior Designers, but also for ptesen-
tations Jim Brown was to make to the committee
on visual arts for the 1984 Louisiana Wotld Expo-
sition. Communications with the Exposition
committee continued over several months and,
although plans to weave a tapestry on site during
the fair eventually felt through, plans for ATA’s
first open competition moved forward, borrow-
ing for its theme the theme of the World's Fair,
“Waters of the World." This competition in-
creased ATA’s visibility in the arr world and at-
tracted many new members.

“Daughters of the
Earth,” by M.
Nezhnie.

B1" x 54~

Beverly Godfrey
of the Scheuer
Tapestey Studio
weaving “Hear-
ing” (in progress).

4. Kare O'Callaghan in Laperery Topucs.
(Ocrober  1984)  Published by The
American Tapestey Alliance, Star Re. 2,
Box 570-D. Chiloquin, Oregon 97624,
page 3.
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“Roy,” by Judy
Shuster.
55" x 74",

“Daughters of the Farth,”
*“Fibril,” “Roy,"” and
“Daylilies” were all shown
as part of the “Panotama
of Tapestry” exhibition
held in conjunction with
“Convergence 86" in
Toronto, July, 1986,

Events

Because membership is concentrated on the west
coast, the three major educational events so far
have been produced in California and Oregon.
In May of 1983, ATA sponsored a symposium
entitled “Presentations” in San Francisco. With a
grant from patron H. D. Ellis, the American
Tapestry Alltance was able to install an exhibi-
tion of contemporary French tapestry in San Die-
go in May of 1985. This exhibition, which in-
cluded work by Lurgat, Picasso, Calder and
Vasarely, was well received by the general public.
In October, 1986, ATA and the Weaving Guilds
of Oregon co-sponsored a lecture by renowned
British tapestey artist, Marra Rogoyska, at the
Oregon Art Institute in Portland.

The American Tapestry Alliance set up an
educational exhibit at Convergence '84 in Dallas,
Texas, It was at that conference that the Ameri-
can Tapestry Alliance held its first biannual
meeting of the membership and added Nancy
Harvey to the board. Nancy Harvey is a tapestry
weaver and author who has published numerous
articles as well as two books and instructional vid-
€o tapes on tapestty weaving. At the meeting a
proposal was made that ATA mount an exhibi-
tion for Convergence '86 in Toronte. For the next
two years director Jim Brown worked diligently
iocating a site, developing the theme and criteri-
on, finding jurors, a printer, funding for a cata-
logue, working out insurance problems and the
myriad details involved in producing an interna-
tional exhibition,

At the second biannual meeting of the
membership, in Toronto, July, 1986, Muriel
Nezhnie was elected to fill the fourth position on
the board. A tapestry weaver for thirty years, she
trained in Germany after 2 chance viewing of
contempotary tapestty in Patis tn 1956. She is
most famous for her tapestries depicting victims
of the Holocaust.

With all positions on the board filled, the
otganizational structure is complete. The mem-

bers of ATA can now focus their enetgy on spec-
iftc projects to further the goals of the organiza-
tion. A directoty of schools which feature tapes-
uy taining is being compiled. The newsletter is
now accepring advertising allowing it to enlarge
its scope with more technical and informational
articles. More contacts must be established with
corporate and private art collectors.

Meanwhile, the organization continues to
grow in numbers and Tapestry Topics, the quat-
tetly newslerter of the Alliance, attempts to pro-
vide a netwotking systermn. A regular column an-
nounces exhibirions of membets’ work and the
newsletter provides a forum for members with
questions and advice. Several source files have
been compiled: a speakers directory, a list of
galleries that show tapestties, a contracts file with
samples of the legal conttacts some professional
weavers have used, generously donated for the
assistance of the new businessperson formulating
his own contract, and a materials and equip-
ments source file. The slide archives, besides
providing examples of members' work for
ptesentations by ATA, provides a petsonal record
for the weaver, useful for insurance purposes and
historical perspective.

A committee is already at work on plans for
a second major exhibition. Endtled “World
Tapestty Today,” this exhibition will be a col-
laboration berween ATA and the Victorian
Tapestry Workshop in Australia. It promises to
be the largest international assemblage of tapes-
tries in this century. Work is being solicited from
every country. The panel of jurors includes mem-
bers from England, Canada, France and Austra-
lia. The exhibition will open in Melboutne, Aus-
tralia in May 1988 in conjunction with Australia’s
Bicentennial. In July 1988 it will travel to Chica-
go to be featured in the Handweaver's Guild of
America’s “Convergence '88."

In the five years of its existence, the Ameri-
can Tapesity Alliance has established and
strengthened its identity. Within five more years
it will have a definite role in reporting and
promoting the image of contemporary tapestry
weaving in America.
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MEETINGY & GATHERINGS

Artweatr/ACE Expo

PRING 1987 brought three im-
portant fiber events to Minneso-
ta; American Craft Enterprises
for the first tme brought its
regional Craft Expo to St. Paul;
The Textile Council of the Minneapolis
Institute of Arts sponsored “Arwear
'87"; and Zandra Rhodes, noted British
textile and fashion designer brought
her avant garde designs to Minneapolis.
The ACE Craft Expo generated
great excitement in the Midwest craft
community and was enthusiastically
publicized by local media. The first two
days of the Expo, April 8 and 9, were
open to trade only; over 18,000 mem-
bers of the public came to view the work
of 315 outstanding artists including 90
fiber artists April 10 through 12.
Members of the Textile Council
began planning for “Artwear '87” one
and a half years ago. The three-day
event, April 8-11, was scheduled to
coincide with the ACC Craft Expo. One
component of Artwear'87 was “Artwear
On Stage.” This juried and invitacional
runway fashion show of wearable art

Detail of “Madame Buteerfly,” (1987) by Joan
Renne,

was held twice, on the afternoon and
evening on April 8, 1987, Sixty-five ar-
tists and 120 pieces were included in the
show. Fiber artists including weavers
Joan Renne (sce article elsewhere in this
issue), Judith Bird, Arlene Wohl, Joan
Hanson and Sabine Miner were chosen
on the basis of a body of wotk rather
than for one garment. This allowed
these artists to create something entirely
new for inclusion in “On Stage.”

British textile artist and fashion
designer Zandra Rhodes was specially
imvited to bring her fanciful garments
to “Artwear On Stage.” In her sold-out
lecture on April 10, she brought her de-
signs to life and captivared her au-
dience, leaving a lasting impression on
all who came in contact with her. Her
book, The Art of Zandra Rbodes (Bos-
ton: Houghton, Mifflin, 1985) traces
her beginning years in design up to
1982. The baok is profusely illustrated
in color with her sketches and fabric and
clothing designs. The text captures her
exciting blend of life with art.

The series of “Artwear '87” events
concluded with “Wearable Dialogues,”
a day-long series of panel seminars, at
The Minnecapolis Institute of Arts, each
focusing on a different aspect of art-

“Woven
Handmade
Paper Kimo-
no,” {1987) by
Joan Hanson,

wear: aesthetics, techniques, care and
display and collecting.

A slide set of the pieces included in
“"Artwear On Stage” is available for
rent. Programs for the runway event can
be purchased for $5.00. For details con-
tact: The Textile Council, Minneapolis
Institute of Arts, 2400 Third Ave. S.,
Minneapolis, MN $5404.

The Art of Zandra
Rbodes, by Zandra
Rhodes and Anne
Knight. Boston: Hough-
ton Mifflin, 1985,
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Victor Jacoby:
Rich Colors &
Bold Designs

Recently Kathy Kabn, weaving enthusiast and longtime friend
of feber artist Victor Jacoby visited him at his Eureka, Caltfor-
nia home and asked him about his design inspiration and
working techniques. Jacoby's tapestries were featured in the
Tapestry exhibit at Convergence ‘86 in Toronto. His works can
be found in private collections and public spaces throughout
the Unsted States.

by Kathy Kahn with Susan Larson-Fleming

ICTOR JACOBY was bom in Milwau-
kee, Wisconsin in 1944 but gradually
gravitated to the West Coast. He has
been a professional weaver since 1977,
when he quit his patt-time job which
supplemented his weaving. In 1971 he studied
weaving at Humboldt State University in Arcata,
California, eventually progressing to spinning
and dyeing. While there, he developed an in-
terest in g weaving and became particularly in-
terested in the tapestry elements in rugs.

In 1980 he siudied at the San Francisco
Tapestry Workshop. Since 1977 many of his
tapestties have included double weave (double
cloth with tapestry).

Inspiration. Jacoby is known for his flower tapes-
tries but flowers are not necessarily the basis for
the inspiration. *'I could be working with the de-
sign element or the colors; I see the object and
think how that would work with other ideas. I
like to feel that what I'm doing is nawral to
tapestry in that what I end up with doesn’t look
like it should have been a painting. At the same
ume | am interested in doing representational

“Calendula,” (198%). 41" x 41"
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tapestry and working on that aspect, hence the
flowers. I saw flowers and realized they would
work well into some of my current ideas on de-
sign and color. I sketch from nature, viewing
them in a landscape. I almost never use photo-
graphs,”

Tools. Jacoby wortks with several looms, both low
watp looms (regular floor looms) and large up-
tight looms. “A lot of floor looms aren’t strong
enough for tapestry. Although I prefer low warp
looms, the best loom I have right now is an up-
right tapestry loom designed by John Shannock
who only designs high warp looms. 1 only use
foot treadle looms for speed. I use all kinds of
yarns. For warp I prefer a 9/12 or 12/12 cotton
like fiskgarn. I almost never dye my own yarn. I
decide on colors when I'm ready to begin
weaving.”

He uses wooden bobbins, handmade by
John Shannock, for the tapestry wefts. These
“Aubusson” bobbins have knobs rather than
points on the ends, and the hole in the middle
is very small. Jacoby sometimes uses butterflies,
particularly when weaving at the upright loom.
If the piece involves many colors, switching but-
terflies is much easier because they do not drop
too far from the weaver.

Weaving. Because his training with the San Fran-
cisco Workshop was basically in the French Au-
busson style, Jacoby usually weaves with the back
side of the piece facing him. He doeso’t use a
full-scale cartoon, using instead a small black and
whice sketch, graphed into squares that equal 6”.
Key points are matked on the warp. He makes
use of such techniques as hatching, plain weave,
hachure, double weft interlock, slits, and dots.

Jaceby combines double weave with tapes-
try. He added double weave to get a raised
dimension, This results in a surface which is nei-
ther completely flat nor heavily texwured. For a
piece with borders and squares inside, the
threading for the border is 1,1, 2,2. The double
weave areas are threaded ar 1,2,3,4. When 1,3.4
or 2,3,4 are treadled double weave is produced.
Combining these weaves produces a solid piece
of cloth on the back with sections floating on top,
The rapestry appears on the top, sometimes on
the top and bottom. Back and front designs may
be relaced.

Jacoby also makes use of the crappaud in his
work. A crappaud is a thin line of weft used at less
than a 45° angle, It produces an oblique line
which may be used to outline, follow a shape,
smooth out a line or standardize sheds in a shape
that has many colots.

Detail of “Rhododendron.”

“Rhododendron,”
(1987). 53" x 71"

PHOTOS BY [IM TOMS
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“Illinois Landscape.”
{1986). 36" x 97"

Victor Jacoby at work
in his studio in
Enreka, California.
At lower left an assis-
tant is working on
finishing a recently
completed piece.

Note the
“Aubusson”

bobbins.
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KATHY

AM TOMS

Finishing. Jacoby wotks alone but has help for
the finishing. He weaves with the slic capestry
technique, so to finish the piece, the slits are
sewn up. His large tapestries are woven “side-
ways.” The tapestry i1s turned 90 degrees for
mounting so that the warp is now horizontal.

Jacoby uses a half-Damascus Edge to finish
the warp ends at each side. When the row of
knotting is completed, all the warps face up to-
wards the weaving and are sewn in. Then the
piece is blocked. The heading on the edges is
folded over and a thin, flat metal piece such asa
straight-edge is placed inside the heading when
it is pressed down to prevent an indentation on
the front of the weaving during pressing. The
metal edge is then removed and warp ends are
trimmed to the point where the heading fold oc-
curs. All sewn-in ends are now inside the heading
which is then sewn down.

The piece is then backed using pima cloth,
100% cotton fabric which is pre-washed. Be-
cause of its sheen the pima cloth does not artract
dust so readily. A line of stitches is worked by
hand across the top of the piece about %2 " below
the top of the tapestry, which is %" below the

KATHY KAHN
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“Cloth Landscape #2,
(1984). 37" x 35"

top of the backing. Stitches ate taken through
the backing, into the weaving and around the
warp threads. This stitching does not show on the
front side. A line of zig-zag stitches (zigs 34
inches high) is sewn below the top line to distrib-
ute the weight of the piece across the backing.
Other edges are sewn down. A %" flap is left at
the top of the backing. A mounting board ap-
proximately 1%”x %” is cut slightly shorrer
than the width of the piece and stapled to this
flap edge. Screw eyes are placed at the top of the
board. This board is only in contact with the
backing, not the piece. The board is treated with
polyurethane if the client requires ir.

Present and Future. Victor Jacoby is concentrat-
ing on finishing commissions and planning for a
September 1987 show at The Art Center in Eure-
ka, California and a future show ar the College
of the Redwoods, also in Eureka. In addition to
floral motifs Jacoby is exploring the design
potential of trees, as well as the use of stripes. “
will stay in tapestry but may combine it with oth-
er techniques such as ikat, painted warp, very
slight textural things. I like moving from small to
big pieces because it allows me to play with lots
of ideas. I've done around 300 rapestries in the
last 10 years.”

“Sunset Palm.”

{1987}, 37" x 47"

“American Holiday,”
(1985]). 25" = 35"
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Dream Weaver

Joan Renne creates breathtaking wearable art

OAN RENNE was one of the sixty-five

creators of wearable art included in

“Artwear on Srage,” a juried and invita-

tional munway show of wearable art at The

Minneapolis Institute of Arts, April 8,
1987. Born and raised in Montana, she has some
special early recollections of weaving.

“A close friend of my mother's while 1 was
growing up was an exciting woman, Hatriet
Douglass Tidball. She was the weaver at the old
mining town of Virginia City whete the clang-
banging of her mechanized loom was heard up
and down the main street for a few years. 1'll
never forget the experience of hearing that loom
and seeing the reams of cloth which seemed mag-
ically to emerge from it. I felt a grear admiration
for Hatriet and when she suggested I go to Ober-
lin College as she had done, I was mote than
willing.”

Joan learned to weave during the time when
she studied music at Oberlin, but she did not yet
own a loom. “In 1968 while I was living in Ber-
keley, California, the local craft shop offered a
course in backstrap weaving. They taught me
how to make a loom for very little money. At last
Thad a loom! The technique I began using there
is still basic to my weaving now. It consisted of
manipulating the threads with the fingers. There
were no hard and fast rules about the amount or
kind of yarn one could put in, on and around the
warp. | began making rugs, wall hangings and
tapestries.”

The early 1970s found Joan hiving in In-

diana where weavers were plenciful. “I wisely
decided to take some lessons from an 82 year old
woman named Lillian Robbins who had learned
to weave from the travelling weavers who had
come in coveted wagons to her family's home-
stcad to weave everything that was needed.
Under her experienced eye, [ began to weave all
the colonial designs. But I didn't enjoy it as much
as the freet forms I had made up on my backscrap
looms. I even bought a 16 harness Macomber and
wove my fist, last and only coverlet. Sure
enough, there in the second block is the mistake
[ repeated throughout the whole coverlet. But I
kept at it thinking I needed to improve my
sclvedges and someday [ would be able to design
my very own coverlet and achieve the perfection
inhetent in the colonial woven image. 1 wasat the
same time in a performing classical string quartet
and that discipline carried over into my weay-
ng,”

in 1980, the Museum of Art in Indianapolis
asked weavers and artists to join a wearable are
show to be held in 1981. Joan had decided by this
time that she was 2 tapestry weaver and had even
taken a Gobelin tapestry course in the south of
France to prove it. “I started thinking about how
one could put a tapestry on the body, how to
make a tapestty wearable. [ searched in the depth
of my closets for pieces of tapestry to use and I be-
gan to experiment duting the next year.”

Her biggest problem in making tapestty
garments was how to find the right “hand” for
the fabric, so it was drapable. She also ex-
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Amethyst Dreams

petimented with production methods.

“I wasn't entirely satisfied, especially with
the amount of time it had taken to make these
garments. 1 had long been intrigued by the Bog
jacket and began to experiment with weaving
tubes, I thought that this technique might mini-
mize the time factor. I began by making the bot-
tom layer of the tbe in tabby weave of variegat-
ed mohair. My sctt was 15 e.p.i., which when |
wove it in double weave came out 1o 7 e.p.i.
When I had woven abourt ten inches of the bot-
tom or background, I began the top layer in
tapestry weave. When the tapestried part caught
up to the bottom weaving, I advanced the warp
and wove more of the bottom layer. I proceeded
this way until I had enough for a garment.

“I began then to dream of creating a gar-
ment completely covered with rapestry. 1 also
wanted to make garments with more drape and
fluidity. T decided I could make a wrap coat with
tapestry going all the way around it. I needed
abour 60 inches of width woven in order ro have
the hood flow out of the body of the coat. This
meant | had to weave a back continuous with the
front,”

Joan had to solve several technical problems

Huagna Pichu
“This cocoon wrap
coat is macle entitely
of alpaca yarns pur-
chased in Peru. In or-
der to make the hood
parr of the whole
piece, | had o0 make
the tapestry on both
layers.”
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Rose of Sharon

“The tapestry was all down the front,
or the back. They were basically
straight, although I did vary the pat-
tern somewhat when I made the bub-
ble dress. I usually made a border to
cach side of the wpestry to give lati-
tude to the dressmaker in sizing ro fic
a particular body.”

in otder to perfect her tapestry technique. First of
all, the loom had 10 have a wide enough shed to
allow the top and bottom layers to be completely
independent of each other.

The second problem was how to keep the
weft yarns in order. “I use a grear many different
colors, shades and textures of yarns which can get
into a horrendous tangle, fall off the loom and
generally create havoc especially when I am weay-
ing the top layer.” She designed a long slender
box to fit on top of the reed, where she can sort
the weft yarns while weaving the top layer. “I
place them carefully in the box in the same order
tn which I was weaving with them. When [ am
ready to weave wich them again they are all neat
and ordetly and ready to go!”

The third problem she had 1o solve in using
this technique was how to keep the work on the
. bottom layer just enough wider than the top so
Rhapsody in Blues that thete was something against which to work
the top layer. “If certain areas build up too quick-
ly and get too close to the reed for comfort, then




others have 1o catch up and the tapestry may get
out of balance, or I won't have enough room left
in front of the reed in which to manipulate the
bobbins.

“1 have now perfected my weaving techni-
que. I call it finger weaving. I use my fingers to
make additional sheds in the two layers I am
wotking. [ can use as many or as few bobbins as
I choose. The weaving does not go from selvedge
to selvedge. I build up a small or large area as [
wish with a thick or a thin, a shiny or a dull yarn.
Then I add another contiguous weft in the same
shed or the opposite and let it do whatever it
wants. I beat the atea with my light wooden
comb until I get it to shape or I shape it with an-
other yarn. A fluffy yarn can be shaped nicely by
a firmer yarn. The shapes which result can be
round, square, lean, flame shaped, thick, thin,
or anything [ wish. It is always magic to see what
the yarns will do. Once [ have sclected the yarns
I want o use with a specific warp, the tapestry
takes on a life of its own and moves with a thythm
influenced by its own inherenct idiosyncracies, ac-
cording to its textural and coloristic properties. 1
always seem to achieve an organic thythmic flow
of colors and textures, which reminds me of my
music.

Joan's musical training and artistry are ap-
parent in her weaving. “I always weave with mu-
sic playing in the background. Very often [
choose the right music for the piece on which I
am working. Hence the names ‘Rhapsody in

Bird of Paradise

“I tried different warp and weft
weights. Carpet warp sert ar ¢.p.i. was
not good, although I could brush the
mohair weft enough to cover the

warp —almost. Finally I found some 1-
[ ply silk noil and sete it ac 12 e.p.i.”

Queen Anne’s Lace

Below: “1 made all manner of mbes:
long, short, jackets, dolman sleeved
tops, long dresses and short dresses.”

Blues,” or ‘Madame Butterfly, I think of my
tapestries as my musical ideas made manifest.

“T am convinced that making continuous
tapestry is less time consuming. Pechaps it only
seems so since | am making rwo layets at once as
it were. 1 can also make a perfect repeat of a
previous idea with this method. I also think it
gives me mote latitude in what sore of 2 garment
I can weave. [ has given rise to my latest decision
to create Body Drapery, thereby dispensing wich
the need for cuuwing, sewing and Aftring,
anathema to che tapestry weaver.”
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The Ramah Navajo
Weavers

Old Traditions/New Traditions

by Patricia D’Andrea

66

E WEAVE — cxpressing the beaury
and order of life, we pray, we sing
for our own survival and for the
survival of this land and people.”
So reads part of the statement
given by the Ramah Navajo Weavers Association
at the Washingron, D.C. ceremony during
which they presenied a traditional Chief Blanket
woven to commemorate the Centennial of the
Statue of Liberty last summer.

It isa long way from the Ramah Navajo Res-
ervation in west central New Mexico to the Statue
of Libetty in New York Harbot. Out here at Pine
Hill, the center of the reservation, it is possible
to believe that one is “in the middle of nowhere.”
But that impression lasts only a moment, because
there is an energetic spirit here which captures
you very soon after you arrive. The muddle of no-
where 1s a busy place.

The Ramah Navajo Reservation, located
about 150 miles southwest of Albuquerque in
the pifion-juniper covered hills of west central
New Mexico, is a rural Indian community of
about 2,500 members who live scattered over a
1,000-square mile area adjacent to the Zuiii [n-
dian Reservation. The tegion is notable for its
scenic beauty —sheer rock monoliths rise from
sagebrush covered plains, pine covered moun-
tains are dotted with lakes. The seasons follow
cach other under crystal blue skies. The diverse
communities who share the land— Zufii, Mor-
men, Anglo, Spanish and Navajo—all face the
vagaties of weathet and agricultural markets in
order to maintain their distinctive ways of life.

For the Ramah Navajo, traditionally sclf-re-

Alice Alonzo, left, and liant on livestock-ratsing, agriculture, wca‘{ing
Annie L. Pino, right, hold and silversmithing, the one hundred yeats since
up the Liberty Blanket their return from forced exile in eastern New
after its completeion. Mexico have been a time of difficulty. According
to both oral and wtitten histoties of the area,

Navajos were living in the Ramah area prior to

the “Long Walk” to eastern New Mexico in the

EUGENE BURTON. ALBUQUERQUE JOURNAL

Rose M. Garcdia, left, and
Nellie Pino, nght, wotk on
the Liberty Blanket, an
histotic weaving com-
memorating the 1986
Centennial of the Statue of
Liberry.

PATRICIA D' ANDREA
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late 1860s. On their return to their traditional
lands they faced the ptessure of land-hungry tate
arrivals, the fact that their land base was not
secure, and the inconsistencies of federal Indian
policy.

In the intervening years there has been a
great deal of pressure to leave the notion of self-
sufficiency behind and rely more and more on
federal programs. Since their return, however,
the Ramah Navajos have continued to work ro-
wards self-sufficiency, founding the first Indian-
controlled high school, the first health clinic
owned and operated by an Indian community,
and later the first Indian-controlled educational
radio station. The community becarne famous
for all these accomplishments in the 1970s.
Under the guidance of the Ramah Navajo School
Board, Inc. and the governing chapter council,
community development programs of many
kinds were begun.

The Ramah Navajo
Weavers Association

About two years ago the Ramah Navajo Weavers
Association was founded. In a serics of meetings
weavers gathered to discuss ways and means of
improving their textiles and marketing them
more effectively. Maintaining a traditional way
of life and passing this on to furure generations
is also an important consideration. The Associa-
tion now has members from thirty Ramah Nava-
jo families, women as young as twenty and as old
as eighty-two. At monthly meetings in the trailer
on the Pine Hill school grounds that is the organ-
ization’s carrent home, as many as tweaty-five
weavers gathcr in a small room taken up in great
part by an 8’ X 7' Navajo loom to discuss issues
and make decisions. In the last year, the group
has scheduled a number of wotkshops on sub-
jects ranging from dyeing with native plants {a
session conducted by one of the RNWA's mem-
bets) to design workshops with weavers from
other regions and cultures. The search for expert
help in marketing, publicity and business prac-
tices keeps the community organizets who work
with the RN'W A very busy. One of the programs
of which those developers are very proud is the
cooperative breeding program which began a

year and a half ago to reestablish the Navajo- -

churro sheep.

An article in the Fall 1985 issue of The
Weaver's Journal by Dt. Lyle McNeal reported on
the development of “old style” Navajo sheep and
on some of the history of that breed in the United
States. The RNWA is working with McNeal to
improve its members’ flocks by selectively
breeding for the “old-style” Navajo sheep (newly
registered as Navajo-churro breed)— traces of
which are already present in the local sheep. The
wool which these flocks will soon produce was the

predominant fiber used by Navajo weavers until
the mid-1800s and is highly prized by weavers to-
day. It is long fibered, coarse and relatively
greaseless. The colots are quite beautiful, rang-
ing from ebony black (which needs no dyeing to
make it 2 uniform color) to apricot, brown, silver,
and champagne. The wool is soft and has a lus-
trous sheen, “Churro,” the name these sheep
were given long ago, is said to mean “poor,” as
in poor excuse for sheep. They were supposed to
be inferior, scrub sheep. But, says Lyle McNeal,
they are resistant to diseases which prey on “im-
proved” breeds, they give birth easicr, they live
longer and they provide a wool of choice for
Navajo and other weavers, In the spring of 1986,
the RNWA welcomed the first lambs born after
theit purchase of a Navajo-churro tam from Utah
State University's Navajo Sheep Project.
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The RNW A will use the cooperative breed-
ing program to provide wool for their own use
and for an cver-growing market. Fleeces of
Navajo-churro wool line the walls of the trailer,
waiting to be cleaned and carded, then dyed with
plants perhaps before being worked into tradi-
tional Navajo weavings.

The weavers produce a line of small hand-
spun, vegetal dyed rugs which are used to cover
pillows. The finished pillows are now featured in
galleries and museum shops primarily in New
Mexico and Arizona. At each meeting the Asso-
ciation’s quality control committee looks
through stacks of pillow covers to make sure that
each piece meets standards of size (14" x 14"
through 16” x 16"}, quality of spinning, dyeing,
design and weaving. Once approved, the weav-
ings ate bought by the Association through a
revolving loan fund, and all purchases are sup-
ported solely by sales. The majority of Ramah
Navajo weavers make their living entirely from

Weavers Cecilia §.
Ensrude, Nellie Pino, Susie
Garcia, Annie L, Pino and

Elsie Natan {lefe to righe)
learn about improved
sheep care from Dr. Lyle
McNeal, Director of Urah
Srate University’s Navajo
Sheep Project.

PHOTO BY YIN-MAY LEE
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The Ramah Navajo
Weavers Association is
dedicated to preserving the
technique of iraditional
Navajo handspinning.

Annie L. Pino, one of six
Ramah Navaje women who
wove the Liberty Blanker,
works on the histotic
weaving.

weaving and sheep raising. As the primary pro-
viders for their families, they may earn less than
$1,000 a year from their wool products. Until the
advent of the Association, many weavers relied
solely on the one hundred year old credit/pawn
system established by non-Indian traders in the
area. Under that system, a weaver takes her tex-
tiles to the trader, who will pay one-fifth to one-
third the final price tag put on the weaver's work.
The “pay"” is either in cash, or more frequently,
in trade for goods. The few weavets who have
transportation to go to Gallup and Albuquetque
(150 miles round trip and 300 miles round 1eip,
tespectively) often find a high percentage of the
proceeds from sales are eaten up by transporta-
tion costs. Since local markets do not provide a
consistent and fair teturn and long distance

EUGENE BURTON, ALBUQUERGQUE JOURNAL
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matkets are too costly, the Association's
matketing wotk on behalf of weavers is very im-
portant.

The pillow production has brought encour-
aging returns, and more and mote weavets ate
producing the small, finely-made rtexriles. 1
asked how long it might take to make an average-
size rug and was told that from the shearing and
washing of the fleece through the carding and
spinning (sometimes respinning as many as three
times on a traditional Navajo hand spindle), and
weaving on 2 traditional upright loom, as many
as 350 hours may be spent. The weavers would
like to make a reasonable return for their work,
and parnicularly want weaving to be an aleer-
native for their daughters, who otherwise might
be forced to choose to leave the reservation and
brave the anxieties of city life.

It 1s said that since time immemotial Navajo
women have been ensrusted and blessed with the
sacted knowledge of weaving. According to
Navajo belief, this knowledge was first transmic-
ted by Spider Woman to Changing Woman —
the sacred spitit who helped create the people of
the earth, Through Changing Woman, it is said
thar the Navajo acquired the art of weaving,
along with the knowledge and responsibility of
living in harmony with all things. Over the cen-
turies Navajo women have passed on these tradi-
tional values and skills from generation to
generation, as today the women at Pine Hill wish
to ensure the continuity within their community
that weaving gives. | asked one of the older
weavets, whose daughter is a newer member of
the Association, what she wished for her
daughter, and her answer was “that she be a
number one weaver.”

The Liberty Blanket

Six “number one” weavers of the RNWA pro-
duced the 5’ X 6" “Liberty Blanket” for the Stat-
ue of Liberty Centennial in the same ten-by-
twelve foot oom whete monthly meetings are
held. They worked every weekday from 8 to 5 for
six weeks. Alice Alonzo, Rose M. Garcia, Elsie
Martinez, Elsie Natan, Annie L. Pino and Nellie
Pino wotked altetnately at weaving (sometimes
three of them sat on the floor in front of the loom
to work threads through the warp) and at spinn-
ing. The only constant was laughter and stories.
First they had to ask themselves what the Seawe
of Libetty war, a question eventually answered by
aNational Park Service videotape. Then they had
to consider the question of what they would say
when asked to tell an Ametican public which had
never even considered the possibility of Native
Americans sharing in the celebration why they
had done it. “When we first started weaving this
blanker, we didn't know who or whar the Stawe
of Liberty was. We came to understand that she
represented hope, freedom, and opportunity o
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those who came to this country. Still, to
us, she was someone far, far away from
our lives, disconnected in many ways
from our reality as Indian people.”
The weavers discussed the mean-
ing of “Chief Blanket.” The design had
been worked out fot the weaving by Al-
buquerque artist/weaver Nancy Kozi-

kowski and was based on classic Navajo
blanket designs from the 1800s.
“Chief,” the weavers decided did not
mean powerful, but it did mean com-
passionate. “ . . . the Liberty Blanket
symbolizes this spirit of compassion,
which welcomed (o America strangers
from’ far away lands, and which may

grow to reach out to all people.” Asthey
came to weave the borders of the blan-
ket, which consisted of the flags of the
fifty states and four territories, they dis-
cussed the meaning of “Liberty” in
Navajo. It does not translate exactly,
but the word eventually decided upon,

RAMAH 1o page 71.

TEACHERS DIRECTORY .npues

tural commissions. Teaches beginning w ad-
vanced students. Offers guidance to those mak-
ing transition from hobby 1o professional
weavers. Prefers teaching on 1-to-1 basis. Offers
wotkshops on color and professional presenta-
tions, garment construction, yardage, finishing
techniques, sectional warping, complex weaves
and special interest areas.

CATHERINE MICK
385 Tamarack Rd., Victoria, BC Canada
(604} 478-9457

Lecrures: “Why Not Rags?” “My Life as the Rag
Lady.”" Workshops: “Yarns for Fabrics,” a com-
plete ensemble. “Weaving Elite Rag Fabrics,” a
second life for a favorite garment. *Yarn Design-
ing Using Clothing as a Raw Marerial,” create
plain, slub, bouclé and fancy yarns to weave, knit
or crocher. “Rag Baskets,” glotious fun!

PEGGY OSTERKAMP

73 Jane Street, New York, NY 10014
(212) 243-2847

Peggy Osterkamp, specialist in “Mulu-harness
Weaving: The Basics” and “Production Hand-
weaving Techniques™ lectures and gives work-
shops nationally. See her Oct/Nov 1986 Thread's
article “Techniques for Betrer Weaving: Lecting
Your Warp Work for You.” In Manhattan, class-
es offeced in drafting, weave structures, begin-
ning and advanced weaving techniques at Par-
sons, Coopet-Hewitt Museun and her studio.
Send for information.

SIGRID PIROCH

RD #4, Box 234, Meadville, PA 16335
(814) 336-5250

Half to whole-day seminats without looms and
2-5 day workshops with loems on: “Weaving in
Fine Threads & Weaving in Miniature;” “Elmer
Wallace Hickman —The Weaver's Weaver,”
“Slovak Textiles;” “Small Loom Weaving: inkle
& pickup, cardweaving, tape & belt looms, un-
usual band techniques;” “Incredible Rope Ma-
chine;” “Specialized Techniques in Natural Dye-
ing;” “Coler and the Computer.”

NANCY REILLY

20-1 Hadley Lane

Manlis, NY 13104

{315) 682-6601

Beginner, intermediate to advanced -classes,
workshops. Tapestry and textural technigues, 4-
o G- harness weaves, (ug weaves, and lace
weaves.

TRUDIE ROBERTS

3035 Sunnynook Drive, Los Angeles, CA
90039

{213) 666-5664

“California Rags” Sophisticated woven clothing.
One-day lecrures include slide show, demonstra-

tion of rag weaving technique and many
representative garments. Two and three day
wotkshops include the onc-day lecture plus
hands-on experience with the technique incud-
ing garment construction,

NORMA SMAYDA

Saunderstown Weaving School, P.O. Box
317, Saunderstown, RI 02874

(401) 294-3676

Workshops:  “Scandinavian Weaving Tech-
niques” may include Krokbragd rug weaves,
rosepath, monkshelt, Swedish lace, transparent
weave, Finnweave, Akla, depending upon
length of the wotkshop. “Overshot Weaves™ has
an emphasis on Weaver Rose's work, and unusual
treadling variations. “Handwoven Lampshades”
includes weaving marcrial and construction of
shades. Lectures: “Norwegian Fiber Arts, Past
and Present,” “The Legacy of Weaver Rose,”
“Skillbtagd /Opphiimiz Weaves.”

KATHERINE SYLVAN
1015 Calle Largo, Santa Fe, NM 87501
(505) 988-5330

Two-and three-day workshops in: “Color Blend-
ing Techniques;” “Dryes for the Eighties,” " Theo
Moorman Technique” as applied to clothing,
wall hangings and transparencies, table linens
and ecclesiastical weavings. Send for descriprive
brochute,

ELMYRA TIDWELL
Re. 2, Box 89, Hermann, MO 65041
(314) 486-5854

Fine Thread Tapestry: Lecture and workshop on
weaving apestty in greater detail by using fine
threads. Three-day wotkshop includes lecture
and weaving a smal! neckpiece. Special emphasis
on learning creative tapestry techniques. Some
supplies included. See Winter 1986 Weavers
Joumal article *“Wearable Fine Thread Tapes-
tries,” Summer, 1986 Ornament article. Exhibit-
ed: Elaine Benson Gallery, Image Gallery, Quad-
um. Call ot write for derails.

ERICA VOOLICH

244 Summer Street, Somervitle, MA
02143

(617) 666-0666

Experienced teacher, weaver, co-author of recent-
Iy published Paralle! Shadow Weare and author
of Playing With Blocks offers the following work-
shops and lecrutes: “Multi-harness Overshor,”
“Shadow Weave” (multi-harness), “Drafting and
Fabric Analysis” (incermediate), and “Tessella-
tions” (creating Escher-type designs. ) All lectures
and workshops include theory. Write or call for
details.

JEAN WHITMORE

6031 South 38th, Suite C, Lincoln, NE
68516

(402) 421-3231

Boundweave Design of Wallhangings. Bound-
weave (warp completely covered by weft) may be
adapted to many weave strucrures. 1-5 day work-
shops in “Basic Boundweave,” “Investigative and
Discovery Methods,” “Designing Through Draft-
ing.” Using twills, overshot, summer and winter,
color patterns, sutface interest, tapestry, free.
form, shaft-switching and many more. All levels
of weaving. Send for list of workshops offered.

HEATHER LYN WINSLOW
309 Snow 3t., Sugar Grove, IL 60554
(312) 466-4245

“Warp Planning;” “Designing Garments for
Handwoven Yardage;” “Construction Tech-
niques for Handwoven Garments:” “Innovative
Finishing— Applying Knitting & Crochet to Gar-
ments;” “Fibre/Fabric/ Fashion — The Evolution
of a Handwoven Garment;” “Moorman Tech-
nique Applied to Clothing;” “Sensuous Silk;”
“Finishes for Handknitting:” “Handkniting Fi-
nesse;" “Designing Handknies from Gauge,”
Topics can be presented as leccure, demonstra-
tion or workshop and adapted to meet needs of
group.

SHARON WICKSTROM

R.R. #4 C-5 Knob Hill South, Arm-
strong, B.C. Canada VOE 1B0

(604) 546-3224

“Beginning Spinning:" full intreduction to
handspinning. “Dyeing to Design — With Col-
or."” numerous techniques using chemnical dyes.
Produce many effects, a complete speetrum using
only primary colors. “Warping — Fast & Fun!!”
Mzke loading your loom an casy, efficient proc-
ess, as enjoyable as the weaving. “Fashion Fabrics
& Finishes:” fabric structures, fnishes, applica-
tion to garment design. Brochures available on
request,

JOAN WORTIS
89 W. Bridge St., New Hope, PA 18938,
(215) 862-2121

Freelance weave designer and weaver, teacher at
Philadelphia College of Textiles and Science &
for many guilds. Lectures on “Textile Design of
the 80" and “Presentation: Approaching the
Marcker Place Professionally,” Workshops on
“Tricks of the Ttade: A Personalized Warping
System 10 Do It Alone with Varying {and some-
times hostile) Yarns,” and “Varmtions on a
Theme: The Hippati Jacket and Woven Design.”

SUMMER 1987 71 47




TAOS TAPESTRY COLLECTIVE

Twelve Part Harmony

MNCE BEACH MONTH from Taos and
Santa Pe and tiny vilkages and isolared
homes nnging Mortheen New Mexico’s
Sangre de Cristo mountain moge, 3
doren members of the Taos Tapesury
Collective comvene at one of another member's
studio, We talk furiously for houwrs, then scaner
again, f::-qu-:m]y: hundred mules apare. We are
travel-weary on the dark tiep home, but exhila-
rated by the camarsdene and friendly counter-
poine of fellow arficers in yarm,

Ohiginally we came ogether to put on a sou-
dio tapestry show in Taos, with the hope of more
shows in the fonure, We survived a serics of or-
ganizational meetings. The hirst Taos show came
and wenr, Another show was hung in Madnd
(Mew Mexico), another in Las Vegas (New Mexi-
co). A secodd show in Tans. A shoiw o Banta Fe
and another 1 Tewas are scheduled for this
ELITUITET,

Bue beneath the current of continuoas and
hecic colbective shows a realization has emerged:

“My inspiration arises from my exploration of the
external world and my internal self. Going out and
coming in, bringing the wotld inside and feeling its

meaning. When I look at the world, I am actively

seeing. I am open 1o receive and open to give.
I am ready to be inspited.”

Marcy Piersol

Symbols of the Quest
High watp rapestry. Wool, brass, feathers and stone.
41% " x 33"
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“I use vegetal dyes because I love the colors, it is
that simple, It is a bit of a hassle, but also helps me
to be more spentaneous and open. If I run out of
color or see that I am about to run out, I have to
figure out —very quickly — what to do. Many, many,
many of my rugs are determined by running out of
color.”

Donna Martin

Mesa de Las Animas
Vegetal dyed wool and mohair
55'%" x 38"

“When I grasp an old Navajo
blanket to my heart, study its
eloquent, balanced design, see
the ways the weaver solved
problems, changed colots,
that inspites me.”

Linda Breyer

We are bound wogether by reasons far more pro-
found than the expectation of public exposure.
In the meetings the voices chime and resomare
and occasionully crash and jangle. Unplanned
and unorchestrared, the themes reverberate:
How our fiber art has shaped us as individuals;
how our am has in tuen been molded by our di-
verse personalities; hiow our lifestybes have care-
fully accommodated an ancique craft; how ime
and matenials are committed o wrest images out
of our heares.

The web of our conversation is driven
questions, both spoken and implied: Why are we
commuitted 1o dosng art in 3 fiber medium? Why
produce images painstakingly by hand from nai.
ural fibers while artificral materials and rapid-fire
rechnobogical productivity have cast a spell over
sovmiich of the world? How does ar,
an in parricular, refate 1o the lare 20ch century?
What does working ar the plodding pace of
handwrought fiber add w0 the ar? What does it
do for us as aniss?

“Generally the Southwestern landscape
stimulates my creative processes. But I like to
reduce the larger view into an intense study
of one aspect of this land, blocking out
extrancous material and focusing on one
detail.”

Shirley Fint

Triassic Ruins
8" x 11"
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“When [ am at my loom there is a
certain concentration that stops all
the usual distracting mental chatter
1n my head [producing] a feeling of
peace and total involvement.”
Kristina Wilson

“Landscapes. People. Nature. Archetypal themes.
| Transformation. Resurrection. Balance/tension.
There is a process which we all use to make any

subject our own material.”

Barbara Marigold

People Becoming Mountains,
Becoming People

The individuals who make up the Collective
have been professional tapestrises for at least 10
years, some for as bong as 20, Many of us are self-
raught, some are college-trained and others have
sosdied under master tapestrists and weavers
such as Trude Guermonprez, Rachel Brown and
Kay Sekimachy, Then we in tuen have Fﬁs&td on
the skills and artistry 1o many groups and peoples
of all ages,

The vermi fapertry best descobes our work
because we generally creane visual pictunes. The
subject matter often inchades aspeces of the
Southwestern environment, its culiere and social
and political concerns, The Collective uses o wide
range of technicues in weaving and stitchery, In
the stitchery picces can be found work thar rens
the full gamut of embmidery sticches, including
the predominately used Codeha suinch of Spanish-
Amencan tapestries, Raised coill, ransparency,
boundweave, rva and wefi-faced are some of the
weaving techmques employed, Many peeces are
made with hand-spun wools and ool dyes.

“1 am challenged by the mechanical limitations of
tapestry to discover how much detail and movement
I can achieve by using faitly heavy wool weft and
fout-to-the-inch warp.”

Kristinag Wilson

The Olive Branch
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“It occurs to me that what matters
the most with tapestry is the
element of inspiration. We put as
much time into design of an image
as any artist, then choose perhaps
the slowest possible means of
rendering it.

Caroline Rackley

“One of the real loves of my life is natoral color.
Chemical dyes have come so recently on the scene
(1860s) and how quickly the nacurals are fading owt
of sight! I am devoted to gathering herbs in the
wilderness, growing ctops for color, seeking out
opportunities to import exotic dye materials, Leaves
and roots of indigenous plants, bark and chips of
hardwood trees from the tropies, nur hulls, teas,
occasionally an insect or the ink from 2 snail. The
colors that these friends give relate differently
somehow with the retina of the eye; they signal
‘wholeness’ and ‘belonging’ to human beings who
are becoming less and less ac one with cheir
envitonment,”

Caroline Rackley

Hibiscus
Natural dyed silk with mahogany frame
40" x 50"

“Tapestry became my main expression because
of the variety of ways you can control and
create density and rexture, The tapestry fiber
tas life and fecling.”

FPam Veto

Grey Wool/Fleece Wool

Cher collecuve evolyed from the need 1o
heighren public awareness of tapestry as an an
form and for mugual suppor and evaluarion.
News of the formarion of the Collective spread
rapidly among professional rapestrists, Ar four-
tcen members, the size of the Collectove soli-
dified and promotional activities began

One member acted as coordinaror for much
of our fisst year, with occasional meenngs or-
ganized and chaired by o different member, Chr
shows and research into future exhibition possibil-
iies are deale with by all of the members, wich rvo
being most acrive. Show coordinanon and qualiny
control is handled by those members living closest
to the host gallery or having personal connecrions
1o the exhibit situation, Comespondence, research
and edvcanien, finances, penemal  secrerarial
durees, and our archives require angoing atrention
by indiveduals. Exhibits and other special projeces
are abso coordinated by wolunteers, The Collective
provides an educacion in the busness of craft a
well us @ foram for our creatrvity,
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Desert Tapestry Vest

This tapestry vest teflects the beauty of the south-
western sky, capturing through weaving the har-
monies of the landscape.

Size: 32" bustline. Baste together a muslin pat-
tern to suit your dimensions.
Warp: 8/2 cotron (Aurora Earth, 3,575 yds/Ib.
available from Cotton Clouds): 500 yds beige,
500 yds coral, 250 yds brown, 250 yds gray.
Weft: Tapestry fabric; same as warp, along with
other cottons of various sizes and colors. The sky
1s woven with 500 yds light blue in 8/2 cotton,
500 yds thick/ thin white cotton, and 500 yds 8/2
beige.
Lining fabric: 670 yds 8/2 betge, thick chenille
(Cloudburst, 250 yds/Ib. 3-cut, available from
Cotton Clouds}: 200 yds narural white,
Length of Watp: 4.5 yds (includes 30" loom
waste)
Sett: 15 c.p.i.
Width in Reed: 22” (330 ends)
Shrinkage: 10% in tapestry fabric; 20% in fleecy
lining.
Threading: See draft
Weaving: Outer Fabric: After fitting the muslin
pattern, remove stitches. Draw your landscape
onto the fabric, being cateful to match the design
at the side seams. The muslin then is pinned to
the underside of the tapestry and used as a car-
toon of guide as the picture is woven. Check the
pattetn often to insure accurate dimensions.
The vest is woven wrong side up. In the tap-
estry, the warp as well as che weft is used to create
shading and color effects. Pull the threads in
plied yarns apart and twist with other yams to
create a painterly, impressionistic blend of col-
ors. Vatiegated and flecked yarns also work well.
Warm colors such as brown and beige are used in
the foreground because they come forward and
look closer. Purple and blue are cool colors. They
scem to recede and look farther away. Gray is
neutral and is used for depth and shading. The
shapes for the mountains are built up in units,
and 2 table fork is used o pack the weft into
place. As you weave, hand sew the slits formed
between the shapes. The unwoven weft ends may
be left hanging, but the fabtic will be sturdier if
they are woven back into the wrong side of the
fabric.
The sky is worked in a slow gradation of col-

by Lucy Anne Jennings

or, from the horizon up (18 p.p.i.). Use light
blue and thick/ thin white at fitst, packing it in
between the mountain shapes to even out the
web. Now you should be able to beat each pick
with the reed. As weaving progresses, introduce
beige threads slowly. Just use a thread or two at
firse, then more as height is reached in the sky.
As the beige increases, the white should de-
crease.

Lining: Chenille weft is always woven on hamess
1. 8/2 beige cotton is used with the other
harnesses. This creares a 50/50 twill with incer-
mittent shots of chenille. 16 pics beige plus 4 pics
chenille per inch = 20 p.p.i. The right side of
the fabric will be very fleecy, while the wrong side
will show the beige will.

Finishing: Separate the lining from the tapestry,
and secure the ends so they will not unravel. Ma-
chine wash gently and tumble dry. Steam press
with a hot iron. Press the lining fleecy-side-down
on top of a terry-cloth towel. It will require a bic
of coaxing and stretching to fit the muslin
pattern.

Sewing: Sew side seams of rapestry and lining,
Lay tapestty on top of lining, right sides together.
Beginning at the lower edge of front, sew all
around the edge, leaving a 5” space from where
you began. Turn the vest right-side-out at this
space. Steamn press. Sew front to back at shoulder
seams.

The button is made with the coil-wrap
method common in basketry, A loop is crocheted
to the opposite side front.

Threading/Treadling
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Warping Draft: 330 ends,
6 ends in each repear {us-

ing paddle}, 55 repeats.
Sley warping paddle:

brown, coral, beige, grey,
beige, coral. Repeat pad-
dle’s path around warping

board 35 times - 330 en

ds.
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LETTER FROM JAPAN

In 1983, while visiting Jun and Noriko
Tomito while Jun was teaching a sum-
mer wotkshop for the Tokyo Textile
School, I was able 1o watch some of the
in-progress work of the students and
photographed a number of Jur's pieces.
At that time he had recently returned
from England where he had worked for
several months with Peter Coll-
ingwood.

Readers who are interested in
learning about ikat techniques have
probably come across Jun and Noriko
Tomito's book, Jepanese lkat Wear-
ing," which is one of the most informa-
tive books on the subject. Other readers
may have seen Jun’s work exhibited at
Tennessee's Arrowmont and Berkeley's
Fiberworks.

Recently 1 viewed Jun's newest
weavings at an ¢xhibition held ar the
Matronie Gallery in Kyoto. The installa-
tion of the wotks was uncluctered and
gave the viewer opportunities to con-
template the pieces individually or as
groups.

The major pieces were panels of
silk and linen with warp which had
been painted with Procion M dyes,
bound tightly with plastic tape in
places, and the process repeated many

Left, Brown panel
{120 em x 243
cmy}, and detail.
Below, X-Tiles,
cach 22em x
22cm.

times to achieve a wide variety of color
blends. When woven, the bundles of
yarns produce stripes  which  are
sometimes subtle gradations of surpris-
ing color variations and at other times
bold stripes. His control of the medium
allows him to use pure white areas into
which the featheted effect of the dyed
yarns penetrate.

From the small “X-Tiles” (22 cm
squate) to the large panels (120
cm X 245 c¢m) his sense of space and
composition draw the viewer into the
piece, then lead one to wander visually
from the hard edges of the warp ro the
subtle blends of che interior areas.

The Tomitas live on z small farm
in the mountains, about an hour's drive
from Kyoto. Their studio is in a
building which was once a greenhouse,
and thus they are constantly surround-
ed by the colors and patterns of nature.
The strong seripes are teminiscent of
plowed fields with their regular fur-
rows. The color blends between them,
however, are full of organic movement
and flicker as though one is viewing
fresh, green leaves in the spring, the red
foliage of autumn, or the brown, dried
leaves of winter.

Tomita’s approach (o creating

by Lavonne Schrieber

felted rugs was influenced somewhat by
Coltingwood’s techniques, however his
methods are of his own invention. He
uses the Azsuri system of dyeing (see
The Weaver's Journal, Vol. X, No. 1,
Issue 37, p.59) in such a way that bits of
color peek through the thickly woven
surface and give a sparkle and depth to
each piece. The wool rugs are yarn-dyed
and felted after weaving, He places
them into a deep, Japanese bathtub
and tromps on them with boot-clad
feet, forcing the hot, soapy water into
the fbers wunl the desited feliing
occurs.

While many young Japanese
weavers are trained either as apprentices
studying under master weavers, or learn
weaving and achieve degrees ar ane of
the Japanese art universities, Tomita
developed as a weaver in a unique way.
After studying literature at Ryukoka
University in Kyoto for one year, he
dropped out and studied basic weaving
with a kimono weaver in Kyoto. He
became fascinated with the kasuri pro-
cesses and traveled to Okinawa and
other areas of Japan 1o learn more about
these complex techniques, buc his ap-
plication and documentation of the
processes were self-taught. Later he
studied in Australia and was awarded a
number of piizes for his work. In 1980
he graduated from che West Surtey Col-
lege of Art and Design in England and
then retuened to Japan and established
his studio.

A quiet, unassuming man,
Tomita continues to teach workshops
occasionally and I highly recommend
themm to anyone who is interested in
learning kasuri. Students in his classes
not only learn basic techniques but
become inspired 1o explore the pro-
cesses on their own. The fact that he and
his wife Notiko are both Auent in
English is an important asser when an
English-speaking person wants to study
in Japan, for sometimes communica-
tion can become difficult if the instruc-
tor speaks only Japanese. One can
receive information about his upcom-

ing workshops by writing to:
Kawashima Texuile School, 419
Ichihara-cho,  Shizuichi, Sakyo-ky,

Kyoto, Japan 601-11.

1. Tomita, Jun and Noriko. fepanere that Weaveng: The
Techusgques of Kasaer, London: Routledge & Kegan Paul,
1982,

31 LI THE WEAVER'S JOURNAL




Tapestries

rom Indonesia

by Michael Hitchcock

APESTRY IS A technique that is not
usually associated with Indenesia. Al-
though the archipelago is justly famed
for its elegant ikats and batiks, it
possesses other complex and fascinating
fiber traditions which are less widely known, as 1s
the case with the tapestry woven fabrics of the
Bimanese of Sumbawa Island,

Background

These textiles wete first mentioned in Jasper and
Pirngadies's pioneering  publication, De
Weefkunst, of 1912, but despite the inclusion of
an excellent colour illustration and an account of
their manufacture, no derails wete provided con-
cerning the technical structure of the tapestry
weaves. ' Seven years later Van Nouyhus included
2 diagram of one of these weaves in an article
that, rather unsuccessfully, compared Indone-
sian to Peruvian texule traditions. The author
was cleatly puzzled by the existence of tapest
weaves in the middle of the Malay archipelago.
For a further sixty years the subject was
targely overlooked and, given the paucity of in-

Peter Narracoct

Modern salamepé collected
by the author.
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Expent tapesiry weaver,
Tina Ina Baharia, from
Nitobeo village.

Shutile made from a sec-
tion of bamboo. The spool
fis inside,

Small spools made from
buffalo horn {rop}, clove
cigaretie packet (center), and
lonthar palm leaf (bottom).

formation, it was with some surprise that I learn-
ed about the continued existence of these tradi-
tions. I was at the time conducting fieldwork in
castern Indonesia as part of my postgraduate
training at Oxford’s Pitt Rivers Museum, and was
therefore able to follow up this aspect in greater
detail.

Lying on Sumbawa's eastetnmost penin-
sula, the regency of Bima is home to several
ethnic groups, most numerous being the Dou
Mbojo or Bimanese as they are more widely
known. People of the same ethnic group also
comprise the majority of neighbouring Dompu,
whereas the large western peninsula belongs to
the Sermawans of the regency of Sumbawa, afier
which the island takes its name. Distinctive
highland communities are found in the east all
of whom weave cloth. However, it is only the
lowlanders who make use of tapestry weaves and
in Bima this is largely testricted to the village of
Nrobo. It was the weavers of this village who
kindly ptovided me with the information on
which this discussion is based.

Characteristics

The tapestry woven cloths, known as salampé,
are characierised by a vivid monochrome centre
field, usually in the shape of 2 hexagon, which is
surtounded by a striped botdet, In the past, the
colours for these textiles were obtained from the
numerous dye plants for which the island is well-
known, and which once formed part of a
valuable export trade to Java and further afield.
Some of the most important local dyes were:

safflower (red and orange), sappan (red and
brown}, cudrania (yellow and an ingredient in
green) and indigoe (blue and black)., Unul the
1950s the yarn was similarly local: Homespun
cotton was readily available, while silk for the
more expensive garments was imported from
southern Sulawesi. By the time of my arrival in
1980, imported cotrons and aniline dyes had
largely replaced local products and rayon was
becoming popular, as was also the case on Sumba
Island to the south (see Hannon: The Weaver's
Journal, Vol. VIII, No. 1, issue 29, Summer
1983).

In tapestry the patterns are created by weav-
ing different coloured wefts into a plain warp.
The weft threads are said to be discontinuous
since they do not cross the fabric from selvedge
to selvedge, and because of this they are usually
lifted out between the warp threads afier each
shot, For the simpler tapestry weaves a shuttle
made of bamboo (saropo) will suffice, but
smaller spools (soyo) are sometimes needed for
the more complex interlocking weaves, the latret
being made of either buffalo horn, palm leaf or
sections of clove cigarette packets. In common
with many Indonesian islanders the Bimanese
make use of the body tension loom in which the
weaver leans back on a strap or bar to keep the
warp threads in tension.

[ustration showing
tapestry-woven textile from
Sumbawa [sland (Jasper
and Pirngadie 1912 plate
19). This prin¢ was pro-
duced by Delfi Technical
High School.
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Techniques

The techniques fall into the two main categories
of slit and interlocking tapestry, basic diagonals
or dovetails being made with the former and a
wide range of weaves with the latter. On the
salampé the tapestry techniques are used ro form W b
the sides of the centre field (wob4), which, on its q

i

J

edges, is bordered by stupa-like designs whereas
the ends are characterised by stepped patrerns,

Uses

The salampé is not part of everyday wear and is
generally only brought out on festive occasions
such as weddings and religious holidays. These
fabrics may be either worn around the waist as a
sash or, less commonly, draped over the shoulder
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with the fringes hanging free. One interesting
regional variation used to be known in the
highland area of Wawo whete the salampé was
worn between the legs as 2 kind of loincloth,
these textiles having been acquited by trade with
the lowlands.

One of the most common uses of the
salampé is as a gift, as was most clearly
dernonstrated during President Suharto’s visit to
the island in 1981. The textile is also often in-
cluded among the ritual goods thar are given by
the bride’s kin to the family of the groom at the
ceremonies that are held before a wedding can
take place. On these occasions goods symbolising
the female are exchanged for items associated
with the male, a material representation of the
complementary character of men's and women's
tasks. The salampé also belongs to the select
group of fabrics that are often displayed behind
the podium on which the newlyweds stand,
dressed as a prince and. princess, to reccive the
congratulations of family and friends. Unlike
some other nitwally important textles, the
salampé is not directly actributed with any
mystical powers, but since it is used on occasions
that have favourable connotations it is generally
associated with good fortune.

Although parallels can be drawn berween
the salampé and other valued Indonesian tex-
tiles, particularly in the way it is used, its origins
remain obscure, Gittinger observed that it was
“ . strikingly similar in effect to the central
lozenge found on the kain kembangan of Java”
and that contact between the two islands might
have given rise to this kind of patterning.’ In-
deed, Bima was a tributary of the Javan empire
of Majapahit; but in the absence of any specific
historical information regarding the influence on
one textile upon the other it is impossible to be
certain about the origin of the Biman design.
Furthermore, the textile methods used by the
Javanese and Bimanese are dissimilar and, if
anything, this deepens the mystery since tapestry
techniques are not found on the islands adjacent
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interlocking

interfocking

1o Sumbawa. Clearly the tapestty weaves of the
Bimanese are unusual within the wider context of
Indonesia and their history remains Jargely un-
known,

The salampé being used as a greeting gife. The
photogeaph was taken during the rehearsal for Presi-
dent Suharro’s visic to Bima in 1981,

Examples of rapestry
weaves. The interdocking
weave shown bottom right
is similar to the one de.
scribed by Van Nouyhus in
1919.

The cenure field, woba,
with tapestry woven
borders.

Notes

1. ). E. Jasper and M. Pimgadie. “De
Inlansche Kunsenijverheid in
Nederlansch Indig." De Peefbunse.
Yol 2, p. 142, 1912, The Hague:
Mouton and Ca.

2. ). W. Van Nouyhus, “leis over In-
dische n oud Peruasche
weeliechniek.”  Nederlomich  Indié
Ond em Neieww, 1919, p. 33,

3. M. Girtinger. Splemdia Symbolr:
Textile ama' Tradition in fedomena,
Washing! Textiic M 1979,
P 154-153,
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A fragment of a Coptic
figure wearing a colorful
turtic from the author's col-
lection.

Figure 1. The abhby-
tapestry textile with the
woolen tapestry yarns
working over and under
warp pairs,

Textiles of
Coptic Egypt §

A unique combination of tapestry insets
worked into a plain weave ground

by Nancy Arthur Hoskins

NSERTED TAPESTRY is a weave used exten-
sively in Egypt from the Third to the Seventh
Century A.D., a petiod of time referred to as
“Coptic.” The weave is a combination
balanced plain weave linen and linen and
wool tapestry textile, with the two areas woven
simultaneously (ﬁgwg 1), The tapestty areas—
bands, borders, sttipes, squares, and roundels—
are worked with woolen wefts over paits or sets of
warp to alrer the number of ends per inch. This
tabby-tapestry textile was used for tunics, cur-
tains, altar cloths, pillow covers, and other items.
The tapestry areas are small finely sett designs of
figures, birds, fruit, fowers, geometrical motifs,
religious symbols, pictures, portraits, and intri-
cate narrative scenes both mythological and
Christan. During c¢hat period, Egypt was
predominantly a Christian nation, but pagan
worship persisted until the sixth century, and af-
ter 643 A.D. it became Islamic. Thousands of
these archaeological textiles, which were fashion-
able all over the Roman Empire, were excavated
from the burial grounds of Roman and Islamic
Egypt and are now in museum collections. The
Christian burial customs adopred during that
period dictated that the deceased be dressed in 2
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tunic, wrapped with shawls, curtains, or other
cloth accoutrements and buried in shallow sandy
graves. The dry desert sands have preserved these
textiles.

Searching for Coptic textiles has led me 10
many of the world's great collections: The Textile
Museum, The Dumbarton Oaks Museum, The
Boston Fine Arts Museum, The Metropolitan
Museum of Art, The Brooklyn Museum, The
Lowie Museum, The California Academy of
Sciences, The Stanford University Museum, the
Denver Art Museum, The California Academy of
Sciences, the Seattle Art Museum, the Henry Are
Gallery, The Royal Onzario Museum, the British
Muscum, the Victotia and Albert Museum, Le
Musée du Louvre, Le Cluny Musée, Le Musée des
Beaux-Arts de Dijon, Le Musée des Historique
Tissus in Lyon, and the Coptic Museum in Cairo.

The discoveries have been well worth che
search. The experience of examining these
remarkable textiles in the quietude of the inner-
most spaces of a museum is unforgettable. One
senses the sure and swift hand of the tapestry
weaver —opening the shed, inserting the weft
just so, beating in, evaluating, admiring, and
visualizing the completed design.

I have been gatheting datz and photo-
graphs of these textiles since 1977. By sending
letters of intraduction explaining the purpose of
my research and arranging appointments, I have
been privileged to view not only the textiles on
display, but many stored collections as well. Al-
though | find the tapestties the most intriguing,
there are many other interesting weaves and tech-
niques such as weft-looping, parterns, brocad-
ing, basket weaves, warp-face tabler weaves,
twills, embroidery, sprang, and simulated knits.
Most collections are eclectic, containing work
from different butial sites and from different cen-
tuties.

For many reasons Coptic designs are diffi-
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cult to date. Textiles called Coptic span a thou-
sand years. Designs were copied and recopied.
Tapestry ornaments were sometimes cut from a
worn-out garment and applied to a new tunic.
The textile was as ubiquitous as blue denim is to-
day: It was the unisex garment worn by all classes
for centuries with litcle change.

Tunic decorations ranged from simple
tapestry bands o ornate and intricate decorations
at the sleeves, shoulders, knees, neck and hem.
Imagine what it would be like to walk through a
marketplace! Everyone you pass would be wear-
ing a linen tunic with rapestry otnaments of
delightful diversity. The textiles wete an impor-
tant part of Christian ceremony, costumes, and
church deceration, and can be identified in man-
uscript paintings and mosaics of the period. The
vestige of this characteristic costume survives in
contemporary liturgical costume, i.e. the ancient
bands called “clavi” became the modern stole
worn in the formal religions. There are Copuic
clavi with tapestry saints and religious scenes niot
unlike a modern stole wotn by the Pope, but at
the same time the cloth was urilitarian.

Rately do the textiles arrive in a museum
with any information about archaeological con-
text in the modetn sense. Most pieces were exca-
vated prior to 1900 with litdle attention paid to
gathering accurate data. Fragments might come
from reputable and well organized “digs” or
from grave robbets and black marker bazaars.
Collections from one site might be traded, auc-
tioned off, dispersed, and some were even de-
stroyed. 1 have discovered and identified dis-
persed fragments from the same cloth in two and
in three separate collections. The recognition of

a matching fragment is always an exciting event.

If one can characterize Coptic tapestry de-
signs it is as “individualistic.” Although there are
recognizable styles and distinguishable petiods,
cach piece is highly personalized by the hand of
the weaver. There are always surptises! Designs
can be so out of context that they don’t seem to
fic the time frame in which they were woven,
Fauvist painters found Coptic designs inspira-
tional for their use of colot and absttaction after
secing thern in Paris exhibits.

In spite of the problems of provenance and
dating, Coptic scholars generally agree thar the
designs fall into three broad and overtapping cat-
egones:

1. An Early, Late Roman-Egyptian, or Proto-
Coptic categoty with naturalistic and intedace
designs predominating.

2. A Muiddle, Early Byzantine, or High Coptic
category with designs that are highly stylized and
color arcas segmented.

3. A Late Coptic period under Islamic rule with
geometric partern superseding figurative art.

What they do »ot resemble is ancient Egyptian
art: They are instead an Egyptian interpretation
of Greco-Roman, Christian, Byzantine, Persian,
and Islamic art.

During all of these phases two color harmo-
nies co-exist —a monochromatic and a polychto-
matic palette,

There are thousands of monochromatic
tapestry fragments where the natural linen is
combined with a one-color figural or foliate de-
sign. Linen wefts are used on the dark figure of
red, indigo, violet, or brown wool to sketch in
features. The linen wefts are wrapped around a
warp in subsequent picks to achieve “stepped” or

,curved lines.

Color is used very differently in polychro-
matic tapestries from the carly and high Coptic
phases. The shading and blending techniques

A monochtomatic lion and
tree tapestry band from the
author’s collection. The
band is 111" wide.

A polychromatic tulip
tapestry, 2" wide, from the
author'’s collection.
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Figure 2. The Copuic tunic
as woven and worn. The
dark areas represent tapes-
try ornzments on the plain
weave linen,

used in a naturalistic manner in the more classical
pieces surrenders in the later work to a bright jux-
taposition of boldly outlined color segments.
The portraits in particular are stylized and ab-
stracted. Monochromatic designs ate often ac-
cented with smaller polychromartic areas or high-
lighted with one bright color.

Coptic art has captivared me since I saw my
first portrait with its riveting Coptic gaze, ascom-
pelling as eye-contact. It seems a curious custom
to wear portraits on one's clothing, a lirtle like our
current custom of printing faces and figures on (-
shitts. [ continue to search for the origins on that
custom and am convinced that it otiginally had
some religious significance,

Maost often, the textiles [ examine are tabby-
tapestry of tapestry fragments curt from the origi-
nal cloth, but there are complete tunics, latge
curtains, and even some large scale tapestries.
The Cleveland Museum, the Boston Fine Arts
Museum, and the Dumbarton Oaks Museum all
have large tapestries. The evidence of the com-
bined weave can usually be discerned by the sett,
the warp, and the vestige of the vetge between
the tabby and tapestry areas.

Plain weave Egyptian linens preserved in
mummy wrappings and funereal arcifaces pre-
date the Coptic petied by at least 3000 years, buc
tapestty weaves ate rare and of dyed linen rather
than wool. During the First Cenwuey AD. a
“smooth cloth with woolen decorations” came in-
1o fashion throughout the Roman world. This is
the tabby-tapestry textile. Egypt was by that time
a Roman colony, owned by the Emperor and
used as a centet of cloth production. The Greeks,
who had ruled Egypt since the time of Alexagder
the Great (323 B.C.) brought the tapestry tradi-
tion, better breeds of wool, and warp-weighted
looms to Egypt. Horizontal and upright looms
had been used since the ¢dme of the first
pharaohs. Weaving workshops were organized
and controlled by the state with a master weaver
and apprentice system. An old contract between
a master and apprentice establishes the duties of
the apprentice during his years of training. Males
dominated the weaving industry, but women

wove at home. Excerpts from ancient lecters—
written by a wifc to a soldier husband stationed
far away, and from a dutiful son to a mother
managing their estate — record requests for dye
stuffs, yarns, cloth, and tunics, just as we mighe
write to a traveler today.

Scholars den't know exactly what Coptic
looms were like. All that remains as evidence is
the cloth. Horizontal and uptight looms had
been used since the time of the earliest pharachs.
By the Third Century A.D. multi-shaft looms
wete being used in Mesopotamia, and drawloom
and foot-powered loom technology had traveled
the silk road o the West by the Fifth Century.
What is evident is that the looms for the tunics
wete extremely wide.

The typical Coptic tunic is woven in one
piece with the selvedges parallel with the hem
and the warp running from sleeve cuff to sleeve
cuff (figure 2). A slit forms the neck opening.
The cloth is folded ar the shoulders and seamed
up the sides and sleeves. I have examined tiny
toddler size tunics and tunics that could fit a foot-
ball player that would require a loom art least ten
feet wide! The weaver would combine tabby
areas with tapestry bands, bordets, stripes,
squares, roundels, and yokes repeating the mo-
tifs and coordinating the designs in the different
shapes, and someumes weaving identical designs
in different directions. Although it cannot be de-
termined exactly how the Coptic weavers con-
trolled the change from tabby to tapestry, itisan
easy transition on a modern four shaft loom with
a straight twill threading, It is a useful and crea-
tive combination weave lirtle used in contem-
potaty weaving, rich for exploration. Directions
for the techniques are described at the end of this
article.

I have examined Coptic linens so lustrous
and lovely as 1o belie their antiquity, The linen
yarns are very fine, 30/1, 45/1, 60/1 and 75/1.
The colors range from a bleached white to a natu-
ral beige. S-spun singles are most common, but
Z-spun singles are not unusual. Few dyed linens
ate found. Linen is used for both warp and weft
in the tabby, and in the tapestry areas as warp,

warp _,

o |

weft - »

warp —»

weft —>
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as a “sketching” weft, and as a neutral color weft.

Colorful wools in the Coptic tapestries cover
the full spectrum from bright yellows to deep
violets. Dyes used were indigo, madder, murex
shellfish, woad, saffron, weld, and others. The
preservation of the wool varies: Some are in mint
condition, othets are exrremely friable. It is not
unusual to find an area where only the linen warp
and linen tapestry motifs survive to define a de-
sign area once done in wool, Both $- and Z-spun
and sometimes 2-ply yarns are found. Weft yarns
are very fine, like a single strand of 2/32 wool.

An average sett isabout 56 €.p.1. in the tab-
by area and abouc 28/2 e.p.i. in the tapestry
area. The most common method of making the
transition is to weave upon pairs of warps to alter
the sett in the tapestry sections, but other meth-
ods were also used. Imagine weaving tapestry
with yarns the size of sewing thread! Qur current
notion of tapestry is of a dense, heavy, and seiff
fabric, but the Coptic pieces, because of their
fine setr and delicate yarns, are pliable and
wearable —a fine fabric for the weaver interested
in creative clothing.

The tapestry weaving is spirited and spon-
tancous. Short warp-wise slits in adjacent color
areas are left open. Longer slits may be joined by
wrapping a weft around a common warp at ran-
dom or in a regular “toothed” pattern, or even
sewn together later. Weft-wise wrapping is used
to outline motifs and figures built up with eccen-
tric wefts. The surface ripples thythmically with
extensive eccentric wefting. Although prototypes
and models for the designs obviously existed,
thete is that impression that composition and
design problems wete worked out directly on the
warp threads in the way of the weaver by coun-
ring, balancing, and repeating.

There are three important considerations
when selecting materials for a tabby-tapestry
weave: The warp and weft relationships in the
two different weaves, the avatlabilicy of fine linen
warp and woolen weft yarns, and the limits of
your patience and dexterity with a fine sett
tapestry. I suggest a 20 ¢.p.i. tabby and a 10/2
¢.p.L. tapestry sett. Appropriate yarns ate
difficult to find beyond thar sett, A 10/1 narural
linen warp at thar sett will work with single
strands of crewel, Persian, or other fine wool
wefts. The following instructions should help

Left, a tabby-tapestry design by the author of linen
and wool. The tabby setv is 20 e.p.i,

you expetiment with this weave. Please send me
photos if you weave samplers, garments, or other
items with this rwo thousand year old technique.
I'would be so pleased to see this ancient tradition
continued and I know that every example will ex-
press the epitome of Coptic weaving —the in-
dividuality of the weaver's hand.

Nancy Arthur Hoskins can be contacted at 34494
Deerwood Drive, Eugene, OR 97405,

A detail of the aabby-
tapestry design showing the
warp-wise wrapping with
linen so often used by the

Copts.

Materials: Warp: 10/1 naturai

A Tabby-Tapestry Sampler

| 23 4

linen. Wefi: Crewel, Persian, or !
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Sett: 20 ¢.p.i., double sleyed in a

o

10 dent reed. L :
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Directions: Do experiment with
the beac and if you use a caroon, be sure
that it is scaled appropriately for thac sect.
Weft-wite tapestry bands: To weave
tull-width bands change the treadling to a 1
& 2, 3 & 4, use burterflies of woolen wefts
and weave with any traditional tapestry
technique. Coptic bands may concain
scrolls, fruits, cables, animals, foliage, gar-
lands, or even tiny portraits,

meaningful to you.

}Tabby

} Tapestry

= Transition from

tabby o tapesury

= Transition from

tabby te rapestry

Square, rectangnlar, or circular inserts: These tapestry arcas when
finished are completely surrounded by balanced plain weave. To begin the
tapestty area change the treadling from tabby (1 & 3, 2 & 4) to tapestry {1
& 2, 3 & 4) across the width of the intended design area, and then back
to tabby. Use a linen butterfly on either side of the design and woolen but-
terflies for the apestry. One tabby pick will equal multiple tapestty picks,
so that you may treadle for several tapestry shots and then a tabby and
tapestty shot when the fell is level. Watch the tendency in the tabby arcas
to beat in mote picks per inch when combined with tapestry. Coptic de-
signs might be of birds, fruit, flowers, religious symbols, pictures, portraits
or small scenes. The technique should be adapted to a design thac is
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INDEX TO VOLUME XI

The Weaver's Journal Index for Volume 11 con-
tains entries for Authors, “Titles,”" SUBJECTS,
and DEPARTMENTS arranged in one alphaber.
Only the author entry provides complete
bibliographic information. Title and subject entries
use a shortened form. The symbets found in all
entries should be read as follows: XI/3 43(W87):34
indicates Yolume 1 |, Number 3, tssue 43, Winter
1987, page 34
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Review of: Rag Rug Weaves. XIi2 42(FB6).74.
Review of: Weave a Weave. XIV'3 43(Wa771:64,
HANDWEAYING. The Netherlands
Reynders-Baas. X4 44(587):2).
HANDYYEAYING. The Ukraine
Golay. XI/3 43{W87):34.
HAMNDWEAYING. United States
Fannin. X114 44(587):7. XI/2 42(FB6):63.
Hedlund. XI/1 41{5u86):30,
Review of: Navajo Weaving. XI/1 41(Su86):|5.
Review of. The Navajo Weaving Tradirion. X/
41{5uBé):14.
Review of: The Shurde-Craft Book of American
Handweaving. XI'1 43(WEB7).63.
Review of: The Weaving Roses of Rhode Island.
XIE 41{5u86). 74,
Review of: Weaving Rag Rugs. X1/2 42(F86):74.
Review of Transfating Tradition. XI'| 41{Su8é):14.
Trujille. X171 41{5u86):60.
HANDWEAYING. United States,
Alaniz, XI/3 43{WB7).26.
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Alaniz. XI/3 43{W87):26.
“Haptic Visions." XI'4 44{587}.59.
Hedlund, Ann Lane
“'Conternparary Mavajo Weaving.” XI1/1
41{5uB6):30.
Hepburn, lan
Review of The Weaving Roses of Rhode fsfand.
X1 41(5u86):74.
Hick, Susan
“Fall.”” X)1 4)1{SuBé):54.
Homme, Audrey
“The Moebius Vest." X1/4 44{S87):48.

IKAT
Stack. XI/4 44(587):36.

“In Pursuit of Plakhta." XIi3 43{W87):34.

INDEX TO YOLUME X

XIit 41{5uB6):69.

JACOB SHEEP
Tharmahlen. X1/3 43(Wa7).47 .
“Jacob Wool—A Handsplnner's Delight.” X3
43(W87):57.
Jennings, Lucy Anne

“Deesigned for Narrow Looms.” XI/| 41(5u86):26,

Johnson, Melinda Raber
“Summer and Winter Garments.”" X1/
43(WET): 44

“Kashmiri to Paisley. Evolution of the Palsley
shawl.” XI/3 43{WB7):37.

“Kate Peck Kent: An anthropologist’s lifetime
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41(5uB6): 1.

“Klara Johnson: A Weaver's Vision Realized.”
Xli4 44{SB7):62.

Koepp, Willlam

"Loom Maintenance.’” XI/4 44(587):865.

LACE WEAVES
Review of: Lace and Lacey Weaves, XIi1
42(FB6):7S.
Larson-Fleming, Susan
"' Kashmiri to Faisley. Evolution of the Paisley
shawd."" XY 43(W8T)137.
Review of: Designing for Weaving. XI/4
44(587).74,
Review of: Weave a Weave, X113 43(WaT)64.
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41(5u86):49,
LETTERS XI/| 41{SuB6):5; XIiZ 42(FB&):5; X113
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Linder, Harry
"Simply Matural.” X112 42(F86):20.
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“Spinning Cotton With the Linders.'” XN2
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"Listening to Threads." X4 44{587):21.
“Loom Maintenance.” XI/4 44{SB7}65.
“Loom Shaped Top with Inlaid Yoke," X113
43{WB7):8,
“Looming Thoughts.” X1/2 42(F86):63; XI'4
44{587).7.

LOOMS
Edwards (Spanish colonial loom). Xl 41{5uB6):16.
Skoy (rigid heddle). XI/3 43{wWB7):61.

LOOMS. Maintenance
Koepp. XI'4 44{587):85.

Madden, Linda
“Cotton Lace.” Xi12 42{F86):25.
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“'Klara Johnson: A Weaver's Yision Realized.” X4
44{587):62.
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Alaniz. Xi'4 44(5871:34,
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44{587):46.
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Hedlund. XI/1 41{5uB6):30.
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NOLAN, Kenneth
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Larson-Fleming. XI/3 43{W87):37.
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PHOTOGRAPHY
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PUBLICATIONS, Mews. Print

Art of the Morthern Thingic. Xi/2 42{FBé}:74

Crearive Knitting, XN1 42(FB6):76.

Fiberworks Quarterly. XI'3 43{wa7).66.

Lost and Found Tradivions. X1i2 42(FB&):76; XIi3
43(Wa7yé6.  The Techniques of Basketry.
Xl 43(W8a7T166; XIi4 44(587):75.

Minnesota Artisans” Directery of Retail Qutiets,
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The Basketmaker's Art. XI'2 42(F86)76.

Weavings of New England. X1/2 42{F38):76.
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Wild Willowe. X1/4 44(587).75.
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sent by Alice Kaufman & Christopher Selser.
KU1 41(SuB8): 14.

The Woven and Graphic Art of Anni Albers by
Weber, Jacobs & Field. XIf1 41{5086):74.
The Weaving Roses of Rhode isfand by lsadora M.

Safner. X1 41{5uB6).74.

To the Finish by Lura Jim Bogdanor. XI/1
41(SuB6):80.

Rag Rug Weaves: Patterns fram Sweden by Jane
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Lace and Lacey Weaves by Mary E. Snyder, XI/2
42{Fa6):74.
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Canada by Deorothy K. Burnham. X)/2
42(FB&):75.

Software for Weavers... A Resource by Lois Lar-
son. XI'2 4}{F86).75.

Weaving Rag Rugs: A Women's Craft in Western
Maryland by Geraldine Niva Johnson, X1i2
42(FB6).74.

African Dress il by [oanne Eicher, lla Pokornow-
ski, Moira Harris & Ouo C. Thieme, XI/3
43{WB7):64.

Avec Plaisir: Grain D'Orge by Les Editions En
Bref. XIi3 43{W87):64.

En Bref by Les Editions En Bref. XI/3 43(¥v87):64,

Weave A Weaave by Malin Selander, X/3
43(Wazre4.

Comalapa; Native Dress and ts Significance by Lin-
da Asturias de Barrios & Idalma Mejia de
Rodas. X113 43(WB7):65.

The Virginia Wesr Swatch Book by Virginia West.
X3 43(Ware3.

The Shuttle-Craft Book of American Handweaving
by Mary Meigs Atwater. Xif3 43(wWa7):63.

Tzute Y ferarquia En $Solold {Multipurpose Cloths
and Hierarchy in Solold) by Guisala Mayer de
Castellanos et. at. XI/3 4I{WB7):65,

Business Forms and Contracts (in Plain English) for
Craftspeople by Leonard D. DuBofl. X)'4
44(SB7): 74,

Designing for Weaving by Carol Kurtz. X4
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Phortographing Your Craft Work by Steve Meltzer.
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Kumihimo, fapanese Sitk Braiding Techniques by
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Geometric Design in Weaving by Else Regens-
teiner. X1/4 44{S87):73.
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Regenstelner, Else

“An Excerpt from Geometric Design in Weaving.”
XIi4 44(587):13.

Reynders-Baas, Coby
“Listening to Threads.' X4 44(S871:21.

ROSS, Gloria
Hedlund. A:30.
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Review of: Weaving Rag Rugs. XIf2 41(Fas):74.
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“Sprang on the Loom.™ Xi/4 44(587):24.
Stack, Lotus
Review of: Unfike the Lilies. X112 42{F86).75.
“Welver dkat.'" XIM4 44(587):38,

STUDY & TRAVEL XI'! 41(5uB&):79; X112
42(F86):73; XIi3 43{wWa7):75. Xi4
44{SB7):71.

SUMMER & WINTER
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43(WB7):44.
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Calton. X1/ 41{5086):20.
Hedlund. XI/) 41{5uB6):30.
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V&A from page 21

rarity in the departmeni. Spitalfields
silks in the collection include a waistcoat
dared 1789 and complement the fabric
samples and pattern books showing de-
signs of the era. Two rare Stuart era
costumes and a fine 18th century wom-
an’s costume {mentioned eatlier) are
among the 1,500 full ensembles and
2,000 costume accessories. Specially
selected garments are on exhibit in the
large, circutar Costume Court showing
104 dresses and 30 suits spanning the
centuries from 1700 to the 1970s.
Twentieth century costume includes
rurn-of-the-centuty English couturiers,
as well as Cecil Bearon’s selections
reflecting French haute-couture of the
recent past. In all, about 750 dresses,
suits and accessories represent style and
fashion of the 20th century. Accessories
in the collection include a wide array of
shoes and foorwear, collars, lace, rib-
bons, buttons, purses and millinery. A
large holding of dolls, some with exten-
sive wardrobes, traces fashion from

1700 to the present on a miniarure
scale.

A grear number of the examples
noted here are visible in the 10 galleries,
halls and the study rooms of the Textile
and Dress Depattment inthe V. & A.’s
northeast cotner. Resources are well-
organized and generally accessible in
frames, cases, standing screens, racks
and panels and on the walls. The galler-
ies are arranged in the following se-
quence:

1. Hall 107 displays a photo reproduc-
tion of the Bayeux Tapestry.

2. Hall 109 is 2 long hallway where a
selection of the collection’s finest 18th
century embroidered English coverlets
are found, as well as some examples of
17th century embroidery.

3. Rooms 100 and 101 are composed of
6 connecting textile study rooms, which
are open from 10 a.m. to 6 p.m. Mon-
day through Saturday, and 2:30 w0 6
p.m. Sundays. About 2,000 textiles are
exhibited and accessible during those

hours. However, the framed textile
panels are locked at 4:30 on weekdays,
at 12:30 Saturdays, and are not open at
all on Sundays. Informative captions,
often stating historical notes on tech-
nique and design, are attached to the
pieces. Drawing and photography are
permitted.
4. Room 99 is an area displaying Near
Eastern textiles and costumes,
5. Hall 102 exhibits 18th and eatly 19th
century English paichwork quilts.
6. Room 98 holds more than 300 textile
examples from the Far East displayed on
walls, screens and framed panels.
7. Room 97 is the roped-off area hold-
ing the study cotlection of carpets and
requirtes the services of an attendant to
open the curtains. This is best done by
appointment and once opened, the
area can be explored for as long as one
needs to study the huge rags.
8. Room 96 is a small room full of trea-
sures: lace and European peasant work.
VE&A 1o page 78,
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WEAVING SOUTHWEST STYLF.

New Books by Noél Bennett and Northland Press
A
journal
J HALO OF THE SUN
fO y Photographs by John Running
In this volurne, Noél Bannett interweaves Navajo legends with
her own experiences of living and weaving on the Navajo Reser-
pap ermakers vation. These well-told tales reveal the underpinnings of the
private and mystical Navajo culture. They are also classic
and all who “gveryman” storigs, transcending time and place, reminding
. us that the most powerful truths come in ordinary moments.
work with Legends are a culture’s storehouse of wisdom.
125 pages, 20 color, 20 b&w photographs, softcover
and Available from the publisher for $13.95, postpaid.
apprecuate PR THE WEAVER'S PATHWAY
- - s mir The small thread that passes from the background to the
handmade 1 salvage in some bordered Navajo rugs has long been widely
THE | " misunderstood. In this first definitive study of the phenomenon,
paper. 11 we :".';"J-_ s the author explores the early liverature on the subject, imterviews

Navajo weavers and medicine men, and demonstrates why
there is such a varisty of interpretations on the Spirlt Trall.
64 pages, fully illustrated, bibliography, softcover

Available this fall from the publisher for $11.95, postpaid.

PATHWAY

HAND PAPERMAKING

4\ NORTHLAND PRESS, P. O. Box N, Dept. W,
Flagstaff, Arizona 86002

* Encompassing interests in | 1-800-346-3257 (U. S.), 1-800-462-6857 (Arizona).

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)
PO. Box 10571
Minneapolis, MN 55440

/ Complete catalog available.

Authors Wanted

If you would like to have a book pub-
hished on weaving

ar

If you have already published a book on
weaving, but need to have it more wide-
ly distributed—

Please call us. We may be able to help
you.

Seymour Bress

The Unicorn

1-800-826-9168

Mabel Ross's

Essentials of
Yarn Design for
Handspinners

and
The Techniques
of Spinning

are both in stock.

Also, we have 63 other
publications

Wholesale inquires invited

Robin & Russ
Handweavers

533 N. Adams St.
McMinnville, OR 97128

SOFTWARE FOR WEAVERS...
A Resource

Comprebensive reference to currently avail-
able softwarc—invaluable!

$20.00 U5, $25.00 Canadian Visa accepted.
Lois Larson, 25 Montcalm Ave,, Camrose,
Adberra, Canada T4V 2K9.

The
Journal
for
Weavers
Spinners

&Dyers

Great Britain's only magazine
devoted to textile erafts.

Write for details: The Journal
for Weavers, Spinners & [lvers
BCM 963, London WC1N 3XX
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SURFACE
DESIGN
JOURNAL

Devoted exclusively to the color-
ing/pattemning/designing of fabric,
fibar, and other mataerials,

Published quarterly in full color by
Surface Design Assaciation, Inc.

Upcoming featura issues include:

+ Surface Design in Architecture

* Surface Desigit in Education

» Surlace Design in Industry

+ Surtace Design on Othar
Surfaces

Annual Membership/
Subscription: $35.00
Student: $25.00 (with 1.D)
Payable in U.S. tunds

SURFACE DESIGN ASSQOCIATION
Membership Deparment

4111 Lincoln Bivd. Suite 426
Marina del Rey, CA 90292

Qu alters&weaners
QUICK CUT KIT

$37.50 free shipping
— $45 Valus —
187x 24" Self-Healing Gridded
Cutting Board
Large Gridded Plastic Ruler

Large Rotary Cutter

1” Bias Tape Maker
Fabric Tacks

@ﬁc Gias
@ raftsman’s
oueh

812 Beltrami Ave,
Bamidji, MN 56601
218-751-3435
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RIVER FORGE PATTERNS, & MORE WEAVYING BOOKS, SPINNING

‘9‘\

J'SNUI11Vd 1SVd

¥

' Books
by the
Linders!

“Handspinning Cotton” ($7.95
+ $1 postage); “Techriques of Code
Drafting” ($16.50 + $1 postage),
and “Handspinning Flax” ($8.95 +
$1 postagel. Overseas poustage addi-
tional. Also “Lacemaking Today!

the newsletter for lacemakers,
is $10 for a one-year
subscription (six issues),

A

Bizarre Butterfly Publishing r\l‘%

1347 E. San Miguel s -“'; )
Phoenix, AZ 85074, ":fﬁb B0k

ORDER ALL YOUR WEAVING, SPINNING, DYEING BOOKS

To The Finish
By Lura Jim Bogdanor

A collection of knit and crochet tech-
nigues for the finishing touches on
woven garments.

Please order from

Luta Jim Bogdanor

23 Cardigan Drive

St. Louis, MO 63125

820,20 postpaid, $21.23 MO residents

COIOR
TRENDS

A UNIQUE CONCEPT IN COLOR

A One Of A Kind
Limited Edition Journal

Featuring exciting uses of dves;
dipping, resisting, discharging,
painting, etc., with over 60 fiber
samples and actual fabric swatches
included. Researched and dved
by COLOR TRENDS.

Containing exact dve formulas
and extensive dve technology,
Showing trends in fashion colors.
EMPHASIS: color inspiration
and color interaction!

Published Spring and Fall,
2 Issues-Une Yeur $32.00

SUBSCRIBE TODAY
COLOR TRENDS

B337 9eh 4

Seactle, Washington 98117

AUSTRALIAN LOCKER HOOK-
ING: A new Approach to a Traditional
Craft, by joan Z. Rough, shows how to
turn unspun wogl inte beautiful, durable
machine-washable rugs, clothing and wall
hangings. No experience or expensive
equipment needed. 60 instructive pages
include 21 photographs, 20 illustrations,
AND the locker hook. $6.95 plus
$1.15 shipping. Fox Holtow Fibres, 560
Milford Rd. W., Earlysville, VA 22936,

BACK IN PRINT FALL 1987

Handloom Weaving Technology
by Allen A. Fannin
WHOLESALE INQUIRIES INVITED
Arana Press, Inc.

P.0. Box 14238, St. Paul, MN 55114

PATTERN DEVICES FOR
HANDWEAVERS —Detailed instruc-
tions for Beiderwand, damask, double
weave, twills, supplernentary warp and
weft using standard looms, pick-up
methods, or special devices: long-eyed
heddles, drawlooms, etc. $18.00 plus
$2.00 shipping. Dealer inquiries wel-
come, Doramay Keasbey, 5031 Ajta
Vista Road, Bethesda, MD 20814.

AT DISCOUNT

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

10% discount on any LJ.S. books

No lists of books available —request the titles that interest you

KATHERINE RAMUS
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Please send SASE with your inquiry.

2100 E. EASTMAN AVE.,

ENGLEWOOD, CO 80110



WEAVERS' GUILD or BOSTON
MONOGRAPHS

MORE LINEN HEIRLOOMS
by Consiance D, Gakagher  $5. posipaid

PROCESSING A N O FINISHING
HANDWOVEN TEXTILES  $4. posipaid

WEAVERS' WISDOM
250 alds to happler weaving. $4. posipaid

Pleass order lrom

Norma Smayda
P,O.Box 517, Saundsrsiown, R 02874

SUBSCRIPTION RLANK
Name

Address

City State Zip

CIRCLE SELECTIONS:
Precious Fibers 1Yr 320 2Yrs/$38 3Yrs/$55 Lifetime/$150

Angora Today 1Yr320 2Yrs/$38 3vYrs/855 Lifetime/$150

CHWIA

Handspun 1Yr/820 2Yrs./$38 3 Yrs/$55 Lifetime/$150

e
=)

- qrti 3 _brisy

Nesdiework News 1Yr./$15 2Yrs/$25 Lifetime/$125

Ol

Check here for FREE book list offer!

BOG

WRIST TD WRIST GARMENT

22" or larger LOOM WIDTH
IF YOU CAN WARP & LOOM YOU CAN WEAR YOUR BOG

Pattern $7.00 + $.50 postage

Audrey Homme : . B S
3323 Deerfleld Rd. : ASR : B ) 0 5
Eau Claire, Wi 54701 : S

prmremrern | VIRGINIAWEST s,

the /c‘ge'z, anle teachene wewslbellen

An International Forum for Fiber Arts Teachers, SWAI CI I B@K Q

Featuring Articles on:

LNI4d NI + INId NI = LNIdd NI + LNiud N

Teaching Techniques Classroom Materials LIMITED EDITION
Learning Styles  Tax Information 20 designer fabrics 4 to 12 shaft
Annual Competition .
to Recognize Qutstanding Teachers ‘ se0 po:::::; Order trom:
1A WESY

Increase your teaching effectiveness. For a one-year 3
subscription (5 issues), please send $10.00 in check or Baltimore, Md. 31306 |
money order to: TEACHING for LEARNING, P.O. Box 7995, ' )

Boulder, CO 80306,
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IN PRINT * IN PRINT * IN PRINT * IN PRINT * IN PRINT * IN PRINT

HTH PUBLISHERS IS NOW

These are just some of our 40 titles. For more informatio
inquire at yout local weaving shop or send a SASE to:

ShuttleCraftBookS

F 22 ORIGINAL
; ey DESIGNS
* American Shuttle-Crafit Book of American Handweaving ® SP l RAL
® Merry Christmas Handweavers/Gift Specialties ®» A PATTERN BOOK oF— DBOUND
& Two-Harness Textlles: Open-Work, Loom Controlled, Brocade @ Loot4-FASHION CLOTHING
¢ Contemporary Tapestry @ Mexican Motits ® Peryu: Textiles @ 311‘!5 + 5[00 POSTAG’E g HANDUNG

Shuttle—Craft Books, P.O. Box 550W, Coupeville, WA 38223
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Introducing

A WEAVER'S GARDEN

by Rita Buchanan
o' X0 224 pages color photos illustrations tctoth)

propertics, history, botany and practical applications of doze
plants. Plants tor natural dyeing and how to use them, herbs
moths and much, much more!

No need fo depend on recipes for your hwills!
Lise a logical approach to understand their con-
struction, then design YOUR OWN four io
eight. harness fancy, braided, interlocking,
corkscrew, decorated, and waving twills, or
crepes, uaffles, and shadow weaves. 150 BEW
photos, nearly 300 patterns, 120 pages. soft
cover, $11.95.

AND, using the Landis soft cover book WARP
WITH A PADDLE, BEAM WITHOUT
PAPER, learn to warp and beam like a profes-
sional. 35 pages illustrated in detail, $6.95.
Postage $1.50 per copy, $.25 add. copy. Dealer
inquiries invited.

TWILLS and
TWILL DERIVATIVES THE UNICORN
LuciHe Landis {2nd printing) P.O. Box 645

Rockville, ML 20851

BESTSELLERS BY BETTE HOCHBERG

BOOKS FOR
SPINNERS, WEAVERS & KNITTERS

HANDSPINNER'S HANDBOOK. Practical directivns for spin-
ning on the wheel. $5.95

FIBRE FACTS. Guide to fibres & yarns, Chousing, using, finish-
ing, care. $5.95

SPIN. SPAN, SPUN. Lively collection of spinning & weaving
myths, legends. 55 95

HANDSPINDLES. Reviews history, use of spindles. Instrucs
tions for spinning with all ethnic styles. $5.95

REPRINTS OF 16 TEXTILE ARTICLES from U.5., uverseas
magazines. $4.95

i

At local stores or mail order from:
STRAW INTO GOLD
Dept. HB7
3006 San Pablo Ave,, Berkeley, CA 34702
{Add $1 shipping ane book, $1.50 for two)
Dealer Inquires Invited
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Cutton, Hax. indigo, lavender, teasels, A WEAVER'S GARDEN describes the

This multi-purpose reterence is one you'll use and refer to time and time again.
Order yours today! Available at local weaving shops or from Interweave Press, 306
N. Washington Ave., Dept. W]2, Loveland, CO 80537 for $19.45 postage paid.
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A PORTFoOLlO
L{ FEATURING 8 DESIGNS

STAGE ¢ HANDLING

BBY EVANS
'SA CLID AVE,

‘W1 55207
JEWELRY-FIBER-
BASKETRY

N Slide
Kit
Club

Sign up for FiberWearables,
Baskarty, or Jewalrghdetals - OR -
f ALl Eoch kit contains: 5 slides of
s arlists work, slide information
shiaat, and arfist's stoternent, Cost
57.50 each, post poid. For mona
irfonmeation sand SASE fo;
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FUBLIGATIONS

Reviews

THE GUIDE TO SUCCESSFUL
TAPESTRY WEAVING

Nancy Harvey

Seattle: Pacific Search Press, 19B1. |16 pages.
ISBN 0-914718-55-X. paperbound. $12.95,

PATTERNS FOR TAPESTRY
WEAVING—PROJECTS AND
TECHNIQUES
Nancy Harvey

Seattle: Pacific Search Press, [9B4. 166 pages.
ISBN 0-914718-83-5. paperbound. $12.95.

| am not a weaver, so when | first glanced
through Harvey's “how-to'’ books on tapes-
try weaving | seemed an unlikely candidate for
reviewing them. However, it then occurred
to me that if |, a non-weaver, could under-
stand the techniques from the text and illys-
trations, then weavers and would-be tapestry-
weavers could certainly follow them with
ease.
The first book, the Guide, begins with
an explanation of the intent of the book and
how itis organized for efficient use, Harvey's
approach is to teach the basic techniques of
tapestry weaving in a way that will eliminate
time-consuming trial and errer, thereby
providing the beginner with skills and time to
be creative and innovative. She succeeds very
well in accomplishing this goal, as she says,
. . . bysharing thoughts, offering guide-
lines that help prevent problems, and explain-
ing not anly the ‘haw-tos’ but also the “whys’
in & logical sequence . . . "

The book then proceeds with a glossary,
a discussion of looms and weaving systems,
and warp and weft considerations including
calculating quantities. The third and faurth
chapters contain the sample project that is the
vehicle for learning the technique. Harvey
does a good thing for the beginner at the
opening of these chapters by saying that, while
for this sample project all necessary advance
decisions have been made by the author (type
of loom, selection of yarns, direction of
weave, method of design build-up, etc.), the
reason for each should be studied and under-
stood by the weaver, because on following
projects the decisions will have to be made
without a guide. Thus, the book wisely urges
thinking rather than rote following of instruc-
tions.

The project is exphained in minute detail,
step-by-step, using photographs and clear dia-
grams. At intervals the reader is asked to stop
and weave the part that has just been de-
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scribed. Useful tips are provided at the end of
each section. The following chapter is a re-
view of the project plus additional informa-
tiont that allows the weaver to develop more
complicated techniques and ideas. | haven't
had time to try it, but the project is so ¢learly
presented that | think | could actually weave
it. 30 you with weaving backgrounds should
have no problem.

My only disagreement with the book is
the chapter on finishing, mounting and care.
Some of the author's methods are standard
and safe, such as matching strips of velcro, the
loop side sewn to the tapestry and the hook
side attached to the wall or a board. But
fastening the hook side to the wall and using
the nap of the tapestry to form the loop bend
is very damaging to the fibers of the tapestry.
It also doesn't always hold over time, and you
may find your tapestry in a heap on the floor
before long. (See The Weaver's fournal,
Winter 1985, for descriptions of safe moun-
ting systems.)

The final two chapters provide inspira-
tion by picturing the tapestries of several
weavers (ten in color reproduction) and
describing the particular technique and materi-
als used in each, and then excellent ideas for
methods of creating your own designs.

Harvey's companion book to the Guide,
Patterns for Tapestry Weaving, is, as she says,
Y. .. presentedin aself-study formac.” It
gives instructions for building and warping a
nail frame loom for beginners who want to
try the technique before investing in more ex-
pensive equipment. Some of the material from
the Guide is repeated, and references are fre-
quently made te it for more detait.

Instructions for twe samplers are
presented, again in step-by-step sequence with
clearly detailed drawings of techniques for
weft placement, methods of joining color
areas, ways to begin and end yarns and so
forth. The second sampler, as would be ex-

pected, is more complicated than che first,
adding circles and shading.

The sampler chapters are followed by a
discussion of additional techniques (various in-
terlocks, soumak, color dots, weft blending)
and variations of techniques already learned
{vertical stripes, outlining, hatching, curves),
"'A Quick Reference Guide'" isa particularly
useful section for che weaver as well as che
person interested in idencifying and under-
standing weave structures. It is a glossary of
techniques with each cerm illustrated by dia-
gram. |tis warth the price of the entire book.

The remainder of the book consists of
patterns, how to use them, and yardages of
threads needed. They vary in simplicity of de-
sign and technique, and include ideas for the
weaver to be creative with personal varia-
tions,

It seems to me that these two books
would produce a tapestry weaver if worked
from beginning to end, and combined with
practice, practice, practice,

Mary Ann Butterfield
Mary Ann Butterfield is a textile conservator
for the Minneapolis Institute of Art.

COLOR AND FIBER

Patricia Lambert, Barbara
Staepelaere and Mary G. Fry

¥West Chester, Pa.: Schiffer Publishing Co., 1986,
Including glossary, 249 pages. $49.50.

Color and Fiber is a fascinating and factual
bock written specifically for individuals who
work with fiber. This monumental resource
will be extremely useful to weavers, design-
ers. educators, photographers, and a long list
of people who design or manipulate thread,
yarn or cloth at any stage. The book is or-
ganizedinto three comprehensive areas. Part
One provides a study of color and light, and
explains reflected light. An exploration of the
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physics of color and light defines the basic prin-
ciples before describing reflected color in
terms of hue, value, intensity and tempera-
ture. Clear photos of skeins of yarn {dyed by
expert dyer Antonia Kormos) are used to il-
lustrate many of the authors’ points.

InPart Two, *'Fiber structure, Light and
Color', the nature and struccure of fibers are
examined under che microscope to reveal ba-
sic characteristics and relationships and their
effects on coloration. Carding and spinning,
plying and felting, weave structures, plaiting,
embroidery and quilting are all shown in ex-
amples illustrating specific interactions be-
tween particular threads and combinations of
light and color. In discussing colorants, dyes
and pigments are defined in terms of molecu-
lar scructures and reactions. This lays the
groundwork for a well-illustrated discussion
of optical mixing. changing backgrounds,
after-images and simultaneous contrast.
Finishing techniques and their effects on col-
ar changes and light reflectancy complete Part
Two.

Part Three. *'Attaining Predictable
Results’’ contains practical applications of col-
or studies. Color relativity and optical-mix
phenamena, clearly important in textile de-
sign, are illustrated with quilting and tapestry
examples. Color design systems are method-
ically surveyed in this potentially very useful
section. The Jast two chapters provide guides
to design and color plans prier to executing
a textile project. In Chapter 9, 143 problems
are described to assist the educator or the in-
dividual in applying principles previously cov-
ered in the text.

Patricia Lambert’s collaboration with
weavers Barbara Staepelaere and Mary Fry
provides a tremendous amount of informa-
tion, richly illuscrated. As an educator, art-
ist, photographer and author in Celor and Fi-
ber, Lambert aiso reveals her role as a scien-
tist exploring the nature of light, color and
fiber. lllustrative tapestries by Staepelaere and
the variety of textiles by Fry bring into crea-
tive focus the factual text. Other artists
providing examples of color and fiber inter-
action include: Jan Myers (composite color
relationships in quilting), Mary Lynn O’Shea
(split complementary medulation in tapestry
weaving), and Glenn Brill (optical mixing in
mixed media on woven paper}). This provides
an appealing balance for fiber artists and
designers, educators and students who will in-
clude thisimportant new resourcein their per-
sonal, professional, and research/reference
libraries.

Marolyn Downing

HANDSPINNING FLAX
Olive and Harry Linder

Phoenix, AZ: Bizarre Butterfly Publishing, 1986,
BO pages. ISBN: 0-915113-04-X, paper, $8.95.

The Linders, well known as ¢otton spinning
specialists and authors of the informative
booklet, Handspinning Cotton, have turned
their attention to flax spinning in recent years.
The result is another delightful and informa-
tive booklet that contains in a nutshell every-
thing you need to know to begin spinning flax.

The authors begin with an overview of
the flax fiber and its production, and cover
various spinning methods for line flax, tow and
sliver in their clear, well-diagrammed style
spiced with their perceptive and entertaining
comments. Various types of distaffs and
methods of dressing them are discussed.

Particularly useful to both spinners and
non-spinners alike are their chapters on finish-
ing the spun yarn and '‘sizing"’ a singles warp
yarn, The Linders wind the yarn onto plastic
tubes and boil it to set the twist. They have
found that a sizing made from powdered milk
helps te manage handspun flax singles in weav-
ing. Chapters on bleaching and dyeing linen
yarns are also included.

Other topics discussed include blending
flax with other fibers, spinning novelty yarns
and bulky yarns with flax, plying, and the spe-
cial requirements of flaxen crochet yarns.
Some suggestions for use of the handspun linen
and a bibliography complete this infarmative
book.

Handspinning Flax can be ordered for
$8.95 plus postage from Bizarre Butterfly
Publishing, | 347 E. 5an Miguel, Phoenix, AZ
85014,

Karen Searle

THE JUNIUS B. BIRD
CONFERENCE ON

ANDEAN TEXTILES

Ann Pollard Rowe, editor
Washington, D.C.: The Textile Museum, 1986. 384
p-. 341 black and white illustrations. ISBN
0-87405-025-1. $35.00.

Generations of weavers and other textile
designers have found inspiration in the tech-
niques and designs of the fabrics of pre-
Columbian Peru. We have combed museums
and books to learn more about these textiles
and their makers, to absorb their splendid
sense of design.

One of the first descriptions of these
fabrics that | read was in a book written by
Wendell Bennett and Junius Bird, Andean
Cuiture History, published in 1949, Bird, who

compiled that part of the book dealing with
textiles, served for many years as Curator of
South American Archaeology at the American
Museumn of Natural History in New York
City. He was well-known for his study of ear-
ly, decorated, twined textiles from cthe Peru-
vian site of Huaca Prieta. In addition to his
work with archaeclogical textiles, Bird also
recognized the value that the study of con-
temporary Andean textile practices might
have for the study of those of the past. He
encouraged scholars working “'in the field"".
In addition, he also supported the interest that
textile artists such as Jack Lenor Larson and
Sheila Hicks had in Peruvian textiles.

Bird became widely respected and even
beloved for his enthusiastic support for the
textile research of others and his warm and
friendly interpersonal style. In recognition of
his work and the personal respect he com-
manded, he was appointed a trustee of the
Textile Museurm in Washington, D.C. In ad-
dition, two conferences sponsored by The
Textile Museum were named in his honor.
Bird attended the first in 1973; the second
was held in 1984, after his death. These were
scholarly meetings, where researchers from
a variety of museumn- and university-related
disciplines presented their most recent work.
Proceedings from these conferences have
been made available, the most recent of which
is the subject of this review. It contains nine-
teen scholarly papers and reflects the state
of the art of Andean textile research.

This volume, like its predecessor, con-
tains detailed studies of ancient textiles in com-
plex techniques. For example, one paper
entitled *'The Visual Images of Fabric Struc-
tures in Ancient Peruvian Art'’ by Mary Frame
describes how certain textile structures have
been abstracted and used as images to pattern
the surfaces of ather textiles. In additien,
studies of Andean peoples who produce tex-
tiles today have been included. One such paper
describes ** Cotton Spinning and Processing on
the Peruvian North Coast’” by James M.
Vreeland, Jr.

Weavers who have an interest in Peru-
vian textiles would be encouraged to peruse
this book to sample the range of current
research, For those with a more serious in-
terest in the subjects, the book is an essential
library addition.

NEWS

Print

Robin and Russ has now reprinted The
Weaving Book by Helene Bress. "No oth-
er hand-weaving book has contained such
enormous scope of material. It expands on
the basics, plain weave, twill, overshot,
monk’s belt and huek.” $65.00 plus shipping.
Robin and Russ also offers a wide selection
of Swedish and Finnish Weaving books. For
information: Robin and Russ Handweavers,
533 N. Adams St., McMinnville, OR 97128
or call {503) 472-5760.

Suzanne Baizerman
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Mexican Tapestry Weaving by Joanne Hall
is now available from ). Arvidson Press, P.Q.
Box 4022, Helena, Montana 59601, The
book includes | 66 diagrams and illustrations
plus | 27 black and white photas. $12.95 plus
$1.00 postage and handling.

Now available from Northwoods Trading
Company, 200 Sunnyvale Lane, Minnetonka,
MN 35343 is the Directory of Wholesale
Repsfor Artisans and Craft Profession-
als. Designed to help craftspeople market
their craft on a nationwide scale through the
use of wholesale reps and their companies,
the information was compiled, edited and pub-
lished by Sharon K. Qlson, $5.00 postage paid.

Designs of Bhutan—For use in all design
reference situations, by David K. Barker,
is now available from White Lotus Co., Ltd.,
16, Soi 47 Sukhumvit Road, P.O. Box | 141,
Bangkaok, Thailand. Three hundred individual
designs illustrated in one hundred plates are
drawn from woven and decorated items made
in the Royal Himalayan Kingdom of Bhutan
during the last two centuries. The designs are
reproduced on clear mesh grids to make them
immediately usable for weaving, embroidery,
rug, belt and headband making, edgings,
crewel work and needlepoint. ISBN 974.
8495-03-5. No price available.

Software

Two new fabric design programs are now
offered by AVL Looms. Written especially
for the Macintosh, Design and YWeave can ac-
comodate weaves of up to 64 harnesses and
is adaptable to either treadle or Dobby looms.
The program will run on Apple Macintosh
512, 512e or plus. An Apple Il family com-
patible version of Design and Weave is avail-
able in menu-driven form for the Apple I +,
lle and {IGS.

Also available from AVL is aprogram for
the IBM PC written especially for beginning
weavers. Weave Planner has been designed
with user-friendly features that enable weav-
ing students to grasp the elements of fabric
design in a short time. Program users can pro-
gress from 4 harness weaves up to 24 harness.
For information on any of these programs
comntact AVL Looms at 601 Orange St., Chi-
co, CA 95928,

Video

Victorian Video Productions announces the
release of ancther video in its ongoing cur-
riculum of instructional arts and crafts video
tapes. Tapestry Weaving—Leval Il with
Nancy Harvey as the instructor has a running
time between 105 and | 15 minutes. This new
course continues where ‘“‘Tapestry Weav-
ing—Level I"" left off. It includes many ad-
vanced tapestry techniques including shading
and information on working with single or
multiple wefts as well as tips on design and car-
toon preparaticn. $59. For more information
contact Victorian Video Productions, P.O,
Box 1328, Port Townsend, WA 98368 (206)
385-7490.

RAMAH from page 47.
@k’ hosili, means freedom, liberty and
blessings.

In june 1986 five of the weavers
took the blanket to Washington, D.C.,
whete they presented it to the people of
the United States. The blanket now
hangs in the museum at the base of the
Statue of Liberty. I asked one weaver
whart she would want her grandchildren
to think if they visited the museum o
see that blanket. “They’ll think this is a
good weaving, unique and beautiful,”

The rug-weaving room is empty
now cxcept for the monthly meetings.
But there is talk of another cooperative
weaving project and at each meeting
weavers bring designs in colors which
grow more and more beauwtful. The
Ramah Navajo “style” is not settled as
are the rug-weaving styles of other reser-
vation fegions. It is characterized by
handspinning, nawural dyes, and pat-
terns which echo other styles but do not
imitate them. The weavers are planning
another design workshop soon, to con-
tinue the process of discussion and crea-
tve cross-fertilization which  has
produced many fine examples in the
past year. At the meetings the older
weavers discuss, always in Navajo, the
merits of various colors and designs with
the younger weavers. This is a true
cooperative and a very busy one. It may
be a long way to the Statue of Liberty in
New York Hatbor, but the weavers have
now been there, enjoyed themselves,
and come home to the middle of no-
where, where, as one of them says, “we
weave out dreams,”

( Finishes in the N\

Ethnic Tradition
by Baizerman and Searle
An invaluable reference manual for
handwoven and other handmade
items. $7.50
Double-Woven Treasures from Old
Peru, $22.00
Textures and Patterns for the Rigid
Heddle Loom, $6.50
Hammock Making Techniques, $8.00
Latin American Brocades, $5.00
Latvian Mittens, $10.50
Cornish Guernseys and Knit-Frocks,
$8.00

{Send SASE for catalogue with Further information. )
Postage and Handling: $2.50 for first book,
50¢ for each additional book.
Dos Tejedoras
Dept. A, 3036 North Snelling Ave.,
St. Paul, MN 55113 {$12) 6467445

A
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Send $4.00 for Sampie Cards
Dealer Inquirles Invited

WILDE

373 Maln Street. Dept. W

erodiﬁon in Spinning Since 1880/

2, 4 & 6 ply in 8 earthy
natural wool colors,

natural white wool in
various weights and plies.

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

2 & 4 ply top dyed
Berber in 6 tweed
COOrS.

sturdy 3 ply wool
in 16 subtle shades,

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

the Heavyweighi-
a bulky wool yarn
in @ bold colors.

soft, pure wool clothing
yamn in 8 undyed natural
shades & 18 muted colors,

all wool novelty yarns
in 12 colors 10 coordinate
with our fine 2 ply and
soft clothing yarns.

carded wool in &
natural and ¢ dyed
colors.

YARNS

Philadelphia, PA 19127
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WHEN YOU THINK OF CONED YARN

We Have Tt (Al

-
ml‘;lsntmcx L FAWCETT J{f

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) 5
Irish/Scottish Embroidery Linen ($1.10) -
Swedish Embroidery Linen ($0.75) E
Linen Embroidery Fabrics ($1.00) A
Looms ($0.50) E*u

: PLYMOUTH

FREDERICK J. FAWCETT, INC. S YARN COMPANY, INC.
1304 Scott Street, Dept. W Bl

Petaluma, CA 94952 ; WHOLESALE ONLY
call toll free 1-800-432-9238 .' COLORCARD ALBUM $20.00
(in California 1-800-232-9238) 500 LAFAYETTE ST. O BRISTOL. PA 19007
Mastercard & Visa accepted K (215) 788-0459

Q/Uom[e,. C raft Canolina Cottons

Mercerized
Send for samples Natural

of our quality yarns - Novelty

* Rug Wools in many colors

* Machine knitting yarns
(2/24s, 2126s)

* Novelty Yarns
* Nubby Earthtones
* 100% Cotton yarns galore

"The Weaver's Choice”

CATALOG & SAMPLES $2.00
If it can be spun, we're the one

Send $2.00 for samples and a spot on our mailing list

Wonder Craft

DIVISION OF ROBIN RUG INCORPORATED

1 Constitution Street, Bristol, RI 02809
(401) 253-2030

WEAVER’'S WAY

P.O. Box 70

__ Columbus, NC 28722
1-800-348-3483
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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, willbe held at the
Northern Arizona University Art Gallery, July
I-August 1, 1987,

Mesa: ‘Night Screams/Day Dreams,'* an ex-
hibition of spiritual fantasies brought to visual
reality inany medium, October 9-November
5. 1987, Galeria Mesa, 155 North Center,
Mesa, Arizona.

CALIFORNIA

Monterey: The Monterey County Fair Wool
Show will be held August | 1-16, 1987,

COLORADO

Durango: "‘Heirlooms for the Heart and
Home, a juried exhibit and sale of handweav-
ing, spinning, and related fiber arts, sponsored
by the Four Corners Weavers Guild. July
20-21, 1987 at The Main Hall, 835 Main Ave,
Durango.

CONNECTICUT

Guilford: "' The DollShow,” Qctober 4-24,
1987 at the Guilford Handcrafts Center, The
Mill Gallery, 411 Church Street.

INDIANA

Fort Wayne: Festival Arts and Craft Shaw,
Juty 11 & 12, 1987 at Freimann Park, dawn-
town Fart Wayne.

Yalparaiso: “Interwoven Expressions,”" a
sale of handwoven, handspun and basketry
items created by the Duneland Weavers'
Guild, October 1 7-18, 1987 at Mare T. Niel-
sen Interiors, 734 N. QOld Suman Rd., Val-
paraiso.

MASSACHUSETTS

Pittsfield: *Shaker Workmanship 1987," 2
juried exhibition showcasing recent pieces by
contemporary crafispeople whose work
reflects the designs and skills of the Shaker
community industries will cake place May
31 -Septemnber 30, | 987 at Hancock Shaker
Village, located on Route 20, five miles west
of Pittsfield, Massachusetts.

MICHIGAN

Bad Axe: The Thumb Area Lamb and Fiber
Affair, July 17-18, 1987 at the Huron Coun-
ty Fairgrounds.

MINNESOTA

Mi'nnea_polis: "*Fibers Minnesota 87, the

third annual show and sale for fiber arts, and
"Artbreak 87, a runway artwear show held
in conjunction with *'Fibers Minnesota B7,”"
October 17-18, 1987, Calhoun Square, Min-
neapolis. Spansored by the Minnesota Crafts
Council.

$t. Paul: “Beaten Images,'” an exhibit of
handmade paper forms by jerald Krepps, April
24-August 31, 1987 at The Raymond Ave-
nue Gallery, 76| Raymond Ave. The Gallery
features a continuing exhibition of erafts and
photography by twelve leading Minnesota art-
ists. Included are fiber artists Marit Lee
Kucera, Mary Anne Wise and Nancy Gipple.

NEW MEXICO

Albuquerque: Tapestry rugs by Donna
Martin, July 16-August 19 at the Mariposa
Gallery, 113 Romere St. N.W., Old Town,
Albuquerque.

Los Alamos: Fuller Lodge Arc Center
presents the following in 1987: August
28-September 28, "“Vessels and Prints,’” a
juried exhibition of work by New Mexico art-
ists, October 2-November |, ‘'Personal
Images,” including the hand-made paper of
Dana Salmond.

Santa Fe: June [-Aug, 31, and exhibit of
small tapestry pieces by the Taos Tapestry
Collective at the Natural Cafe, 1494 Cerri-
llos, Rd, Santa Fe; July 3-26, ‘' Taos Tapestry
Collective: New Warks,”” St. John's College
Gallery. There will be a slide show of the Col-
lective's work on July 15 at the Gallery.
Taos: Fourth Annual Wool Fest, sponsored
by the Mountain Valley Wool Association of
Colorado and New Mexico, September
26--27, 1987 ac Kit Carson State Park, Taos,

NEW YORK

Ithaca: The 9th Annual Upstate Crafts Fair,
July 30-August |, | 987 at Ithaca High School,
off Rte. |3, lthaca,

New York City: ‘‘Fiber R/evolution,"” july
I1-September 5, 1987, American Craft
Museum.

New York City: *'Printed Fabric to 1 860,"
November 3, 1987-March 13, 1988 at the
Cooper-Hewitt Museum, 2 East 91sc $t.

OREGON

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

RHODE ISLAND

Bristol; ‘' Costume as Communication: Eth-
nographic 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, Bristot,

TENNESSEE

Gatlinburg: The Arrowmaont Summer
Faculty and Staff Exhibition will be held May
29-August |4, 1987. Also at Arrowmont,
“New Quilts for an Old Millennium,"’ Oc-
tober 14-December 5, 1987, “'Spotlight "87:
Southeast Crafts,”’ October |4-December
12, 1987,

WASHINGTON
Bellevue: '“Wearable Art Show,’” an annual

juried competition sponsored by the Bellevue
Art Museum, October 17, 1987,

WISCONSIN

Sheboygan: At the john Michael Kohler Arts
Center, the | 7th Annual Outdoor Arts Fes-
tival, July 18 and 19, 1987.

Whitewater: ""A Celebration of Creativi-
ty," the | 2th annual fiber and textile exhibit
sponscred by the VWhitewater Spinners and
Weavers Guild will be held July 20-August 7,
1987 at the Crossman Gallery, University of
Wisconsin—-¥Whitewater.

CONFERENCES

ALABAMA,

Auburn: Alabama Fiber Conference of
1987, spansared jointly by the Auburn Fiber
Guild and Auburn University School of Home
Economics will be held August 13-16, 198}
at Auburn University. Ken Weaver is the fea-
tured speaker. For information: Linda Silvern,
|43 Norwood Ave., Auburn, AL 36830 (205)
B87-7534. ’

ALASKA

Fairbanks: "‘FiberAlaska'" conference, spon-
sored by the Fairbanks Weavers and Spinners
Guild, University of Alaska, Fairbanks, July
24-26, 1987 Featured speaker is Pat Hick-
man. For information: Fairbanks Weavers &
Spinners Guild, P.O. Box 73152, Fairbanks,
Alaska 99707.

Mendocino: The 4th International Fiber and
Fungi Symposium and Exhibition will be held
January 11-15, 1988 on the Mendocino coast.
An exhibit of mushroom-dyed fiber art will
open fJanuary 9, 1988 at the Highlight Gallery
in Mendocine. For information: Miriam Rice,
International Mushroom Dye Institute, Box
703, Mendocino, CA 95460.
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Write for a free -édlof brochure.
and an Ashford Dealers list.

CRYSTAL PALACE YARNS
{A Division of Straw Into Gold)
Dept. WJ7

3006 San Pablo Ave.
Berkeley, CA 94702

OQakland: The Third Amnual Northern
California Spinner’s Gathering, sponsored by
the Spinner’s Textile Sudy Group, Qctober
4, 1987 at Sequoia Lodge, 2666 Mountain
Bivd., Qakland. For information: SASE to
Spinner's Textile Study Group. 1661 Wright
Ave., Sunnyvale, CA 94087.

MASSACHUSETTS

Amherst: The |7th Biennial New England
Weavers' Seminar will be held July 20-23,
1987 in Amherst. Featured speakers include
Allen Fannin, Diane ltter, Malin Selander, Nejl
Znarnierowski, Ed Franquemont and Patrice
George. Pre-conference workshops will be
held July 17-19. For informarion: Kathryn
Bardwell, R.D. Box 29|, Craryville, NY
12521,

MINNESQTA

Yirginia: The Range Fiberart Guild is host-
ing the annual conference of the Minnesota
Federation of Weavers and Fiber Artists, Sep-
tember 25-27, |987. Featured speaker is Nell
Znamerowski. For information: Kathy Ren-
sink, 3205, 2nd S¢. W, Aurora, MN 55705,

MISSOURI

Potosi; ‘*Spin-Off Rendezvous,’”” hosted by
Interweave Press, will be held September
17-20, 1987 at the YMCA of the Ozarks,
Potosi. For information: SASE with $.39 post-
age to: Spin-Off Rendezvous, 306 N.
Washington Ave., Loveland, CO 80537,

TENNESSEE

Smithville: The Appalachian Center for
Crafes and Shereen LaPlantz will sponsor a
conference at the Appalachian Center for
Crafts in Smithville, August 1014, 1987 For
information: Shereen LaPlantz, LaPlantz Stu-
dios, 899 Bayside Cutoff, Bayside, CA 95524,
(707) 822-6009.

WASHINGTON

Coupeville: ''Fiber Forum,"” sponscred by
the Coupeville Arts and Crafts Festival Assaci-
ation, will be held September [8-20, 1987
at the Coupeville Arts Center at Coupeville
on Whidbey Island, near Seattle. For infor-
mation: Coupeville Arts Center, P.O. Box
611, Coupeville, WA 98239 (206} 678-4506.

TO ENTER

Deadline August |, 1987 for "'Fibers Min-
nescta 87, chird ansual show and sale for fi-
ber arts and "‘Artbreak 87,"" a runway art-
wear show to be held in conjunction with
"'Fibers Minnesota,'’ October 17/18, 1987.
For information: Fibers Minnesota, c/o Min-
nesata Crafts Council, Hennepin Center for
the Arts, 528 Hennepin Ave., Suite 308, Min-
neapolis, MN 55403 or call Charlotte Jirou-
sek, {612) 920-5299.

Deadline August |7, 1987 for “The Dol
Show,"' October 4-24, 2987 at the Mill Gal-
lery, Guilford Handcrafts Center, Guilford,
CT. For information: SASE to The Doll Show,
Guilford Handcrafts, Inc., P.O. Box 221,
Guilford, CT O6437.

Deadline August 31, 1987 for "Paper
Spirits,”” a national juried exhibition of art-
work whose emphasis is paper. For informa-
tion: ‘‘Paper Spirits,”” Galeria Mesa, P.O. Box
1466, Mesa, AZ 85201 or call {602) 834-
2242, Exhibition dates are December 18,
1987 -January 9, 1988.

Deadline September 4, 1987 for "'Kansas
Fiber Directions ‘87, October |8-November
I5, 1987 at the Wichita Art Museum. Open
to all Kansans, former Kansans and residents
of metropcolitan Kansas City, Missouri. For
information: Kansas Fiber Directions '87,
2424 Governeour, Wichita, Kansas 67226 or
Ann Enix, (316) 722-2312.

Deadline September 15, 1987 for Guil-
ford Handcrafts Holiday Exposition, an ex-
hibit and sale of fine quality crafts, Novem-
ber 7-December 23, | 987. For information:
Pat Seekamp & Amy Lentz, Holiday Exposi-
tion, #.0. Box 589, Guilford, CT 06437 or
call {203) 453-5947.

Deadline September 21, 1987 for the sec-
ond annual Internaticnal Textile Design Con-
test, sponsered by the Fashion Foundation of
Japan. Participating countries include England,
France, Italy, Japan and the United States. For
information: The Fashian Feundation, Mr.
Hajime Koyama / Ms. Linda Ogawa, 27 W.
16th St., Room 2A, New York, New York
1001} or call (212} 989-9355.

Deadline September 25, 1987 for *'Sur-
face Intrigue,’” a national juried exhibitionin
all medias focusing on texture, January
| 5-February 4, | 988 at Galeria Mesa, Mesa,
AZ. For information: *‘Surface intrigue,”
Galeria Mesa, P.O. Box 1466, Mesa, AZ
85201 or call (602) 834-2242.

Deadline October |, 1987 for ""World
Tapestry Today,” an internationally juried ex-
hibition of tapestries sponsored by American
Tapestry Alliance, U.5.A. in collaboration
with the Victorian Tapestry Workshop, Mel-
bourne, Australia. The exhibit cpens May 19,
1988 at the Victorian State Craft Centre,
Melbourne and will travel to the Chicago Pub-
lic Library Cultural Center, July 9, 1988, For
information: American Tapestry Alliance, S.R.
2, Box 570-D, Chiloquin, Oregon 97624,

ANNOUNCEMENTS

Spring Creek Farm in Mound, Minnesota
is under new ownership. Taking over from
long-time owners John and Judy Lewman is
Angela Maas Nohava. Angela is an accom-
plished spinner/knitter/weaver/shepherd.
During the transition peried, Angela will con-
tinue to use ‘'Spring Creek” catalogs. The
new name of the business is The Fold, Box
160, Chaska, Minnesota 553 18.

Victorian Video Production received the
top award in the general "how-te” video
category at the | 7th Annual National Educa-
tional Film and Video Festival, in May 1987,
The award was for their entry *'Splint
Basketry 1"

Classic Elite Yarns, Incorporated wants
to assure its customers that it survived che 9
alarm fire, March 23, 1987 at their historic
mill complex in Lowell, Massachusetts. The
Hub Hosiery Building where they are locat-
ed, is one of twa buildings which sustained no
fire or smoke damage.

The Canada Council has awarded a second
grant to Jane A. Evans for costs related to
completion of research on her book A joy
Forever. This monograph will deal with both
traditional and modified Latvian weaving of
household textiles and will emphasize types
of weaves unusual in North America.

Frequent contributor to The Weaver's four-
nal, Philis Alvicisa | 987 recipient of a sum-
mer fellowship from the Northwood Insti-
tute’s Alden B. Dow Creativity Center, lo-
cated at in Midland, Michigan. Alvic will
investigate lace weaves and their application
in her work. The award includes round trip
transpartation to Midland, foed, housing and
project costs.
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STUDY & TRAVEL

STUDY

ALASKA

Fairbanks: Pat Hickman will teach a two
week workshop, july 26-August 7, entitled
"Textile Sculpture/Construction, Containers
to Costumes,'” at the University of Alaska.
For information: Fairbanks Summer Arts Fes-
tival, P.O. Box BOB45, Fairbanks, AK 99708,

ARIZONA,

Mesa; The Mesa Cultural Program affers an
ongoing series of classes in the fibers arts. For
information: Mesa Cultural Program, P.O,
Box 1466, 155 N. Center, Mesa, AZ 85201,

CALIFORNIA

Mendocino: Mendocine Art Center will of-
fer several textile ¢lasses during its summer
session, beginning June 29. Among the class-
es are rug weaving, shibori, tapestry and ikat.
For information: Lolli Jacobsen, Textile Pro-
grams Coordinator, Mendocino Art Center,
45200 Lictle Lake Screet, P.O. Box 765, Men-
docino, CA 95480 (707) 937-0228.

CONNECTICUT

Brookfield: Brookfield Cralt Center will of-
fer fiber classes including basketry, weaving
and lap quilting during their Summer | 987 ses-
sion beginning June 6. For information: Brook-
field Craft Center, Inc., P.O. Box 122,
Brockfield, Connecticut 06804,

INDIANA

New Harmony: Harmonie Weavers, Inc.
announces the following workshops: Ardelia
Williams on **Fundamental Weaving Design,
Using Miniatures,” July 27-31, August 3-7;
Johanna Erickson, September 18-20, will
present a Friday night lecture and Satur-
day/Sunday workshop on ‘Rag Weaving"' or
“'Running Ragged.”’ For information: Har-
monie Weavers, Box 277, New Harmony,
IN 47631 (812) 682-3578.

MAINE

Deer Isle: The session at Haystack Moun-
tain School of Crafts begins June 7 and con-
tinues through September 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 lsle,
ME 04627-0087 (207) 348-2306.

MASSACHUSETTS

Amberst: Horizons, The New England Craft
Program will offer several fiber workshops
during their three-week summer sessions
which run from June 28 to August 9. A late

summer one-week intensive workshop for
students 16 through 20 years of age includes
coneentrations in color printing and process-
ing and Japanes and African tie-dye techniques.
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 Arc Colony. For infermation: Grand
Marais Art Colony, P.O. Box 626, Grand
Marais, MN 55604 (218) 387-1 195 or 2737,

MISSOLURI

Fayette: The Weavers’ School provides an
intensive weaving experience for those in-
terested in exploring beyond the four shaft
loom. Classesinclude: 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' Schoel, Route One,
Fayette, MO £5248. (816) 248-3462.

MONTANA

Montana City: Elkhorn Mountains YWeav-
ing School will offer a series of fiber work-
shops with Joanne Hall, author of Mexican
Tapestry ¥Yeaving.Classes begin June | and
run into September. For information: Elkhorn
Mts. Weaving School, S.R. Box 165, Clancy,
MT 59634,

NEW HAMPSHIRE

Harrisville: Harrisville Designs summer
workshops begin June 22. Classes include:
Color Values in Weaving, Rugweaving Tech-
niques, The Reproduction of Early American
Caverlets. For information: Leslie Voiers or
Sharon Driscoll, The Weaving Center at Har-
risville Designs, Harrisville, N.H. 03450 (603)
827-3996 Tuesday through Saturday.

NEW MEXICO

Santa Fe: Recursos will offer a seminar on
Southwest Indian Art, August | 7-20. Speak-
ers include Ann Hedlund and Ramona Sak-
iestewa. For information: Recursos, 227 E.
Palace Ave., Santa Fe, NM 87501 or call (505)
982-9301.

NEW YORK

Binghamton: The summer/fall schedule at
Otsiningo includes Cornhusk mat making, Au-
gust 8 and Porcupine quill jewelry making, Oc-
tober 31. For information: Roberson Cen-

ter for the Arts and Sciences, 30 Front St.,
Binghamton, NY 13905-477% or call (607)
772-0660.

New York: The Fashion Institute of Tech-
nology now offers a B.F.A. program in
“'Restoration: Applied Arts.”” This is a two-
year, upper-division program which will pre-
pare students to enter the professional resto-
ration field in wood, ceramics, and metal
work. For information: Prof. Hugh Crean,
Restoration: Applied Arts, Room D323, Fash-
ion Institute of Technology, 227 W, 27th 5t.,
New York, NY 10001 or call (212) 760-
7823. Beginning in August 1987, F.J.T. will
offer aM.A. program in “Gallery and Retail
Art Administration.”’ For information: De-
an Robert Gutman, Division of Graduate
Studies at the above address or call (212)
760-7714,

NORTH CAROLINA

Penland: The summer session at Penfand
School begins June | . Fiber classes are includ-
ed through October 9. For information: Pen-
land School, Penland, NC 28765-0037 (704}
765-2359.

OHIO

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

OREGON

Clackamas: Damascus Pioneer Craft School
wilt offer several fiber classes beginning July
6. For infermation: SASE to Damascus Pi-
oneer Craft Schoal, 14711 S.E. Anderson
Rd., Clackamas, OR 97015 (503)658-2704.

Portland: The Oregon School of Arcs and
Cralts will weaving classes as part of the sum-
mer session which begins june 15. For infor-
mation: Oregon School of Arts and Crafts,
82455.WV. Barnes Road, Portland, OR 97225
{503) 297-5544.

TENNESSEE

Gatlinburg: Arrowmont School of Arts and
Crafts Summer Workshops begin June 8,
| 987 . Fiber workshops include multi-layered
weaving, supplementary warp, tapestry,
wearables, basketry, For information: Ar-
rowmnont School of Arts and Crafts, P.O. Box
567, Gatlinburg, TN 37738 (615) 436-5860,

YERMONT

Plainfield: Summer classes at the Marshfield
School of Weaving begin June | . Beginning in
June, the School will instituce a 3 menth in-
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FRODUCTS

NEWS

Weaving Equipment

AVL Looms announces ' A New Erain Hand-
weaving'' with the production of the AVL
Technical Dabby Loom. This is a 20 harness
countermarche Dobby loom available in 30
and 60" widths. It offers weavers the benefits
of a countermarche’s positive shed action
while eliminating the treadle-to-harness tie-
ups required by the traditional counter-
marche.

Also new from AVL is a newly designed
wall mounted beam winder which allow off-
the-loom warping of both standard and sec-
tional beams. When mounted on the wall, the
bearn winder can be adjusted to the width of
any AVL loom. For information an either of
these products, contact AVL Looms at 601
Orange 5t., Chico, CA 95928,

Yarn

Classic Elite Yarns, Inc. has added "*Cam-
bridge’ ta its handknitting line. Spun of 70%
cotton and 30% wool fibers, Cambridge is a
cabled yarn composed of B plies. For infor-
mation contact Classic Elite, 12 Perkins S¢.,
Lowell, MA 01854.

Harrisville Designs has added the "Trilli-
um'’ line with seven pastel colors in a cot-
tonfwool combination twist. Also new from
Harrisville is aline of *'country™ yarns designed
especially for knitters called ** Twitchell Mills
Country Knitting Yarns.”' These are worsted
weight yarns put up in 4 cunce skeins only,
200-210 yards in length. For information on
any of these yarns write Harrisville Designs,
Harrisville, NH 03450 for the name of your
nearest dealer.

Henry's Attic now offers boucle, casino and
prime alpaca an cones of approximately ! Ib.,
as well as skeins. For information: Henry's At-
tic, 5 Mercury Ave., Monroe, NY 10950,

School of
Fiber Arts

& Weaving ® Quilting
® Spinning ¢ Basketmaking
{Willow, Reed, Oak Spiint)
® Papermaking ® Chair Caning
® Dyeing ® Garment Making
# 5ilk Screening ® Batik
and much more
54 Classes - 30 Professional Teachers

22" and 36" Folding Floor types.
15" Table Loom, 10" Sampler Loom.
Al accessories.

Also Plans s0 you can build your own.
Keep your name on our mailing list.
Send Today for iree School
Brochure and Catalog

SIEVERS wanmgon se.

WI 54246

Study/Travel

ternship program. For information: Marsh-
field Schoal of Weaving, Plainfield, VT 05667
(802) 426-3577.

WEST VIRGINIA

Elkins: The 1987 Augusta Heritage Arts
Workshops at Davis & Elkins College begin
July 12. Most classes meet for one week. For
information: Augusta Heritage Center, Box
CN, Davis & Elkins College, Elkins, WV
26241-3996 or call (304) 636-1903.

WISCONSIN

Washington Island: Sievers School of Fibers
Arts wilt offer a vast array of fiber and fiber
related classes during its summer session, May
15-October 9. For information: Sievers
School of Fiber Arts, jJackson Harbor Road,
Washington Island, W 54246,

AUSTRALIA

QUEENSLAND

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

DENMARK

Haderslev: The Danish Weaving Center will
offer | to 4 week classes during its summer
session beginning June |. For information:
Danish Weaving Center, c/o Turid Uthaug,
Fielstrupvej 34, &1 00 Haderslev, Denmark,
telephone 04 527675.

INDONESIA, JAPAN, KENYA,
THAILAND

Folkways Institute, a L).5. based internation-
al school which develops and offers field
courses and workshopsin Adult and Continu-
ing Education within and outside the U.S. will
offer the following warkshops in | 987: Fes-
tival and Folkeraft of Japan, July 27-August
12; Kenya: Arts & Crafts, July | 3-Auguse 3;
Bangkok to Bali: A Textile Workshop, Oc-
tober | 5-November |. For information: Kyle
Cook, Folkways Institute, P.O. Box 68257,
Oak Grove, OR 97268,

SWEDEN

Leksand: Swedish-American Heritage Semi-
nars will be offered at Hantverkets Folkhdg-
skola, July 18-26. Included will be visits te lo-
cal weaving studios. For information: Mar-
garethe Hedblom, Hantverkets Folkhogskola,
$-79300 Leksand, Sweden.

RETREATS

CALIFORNIA
Pacific Grove: Heart's Desire Retreats will

sponsor the following at Asilomarin fall, 1987:
Color with Sharon Alderman, October 26 —
29; Nelson Island Coiled Baskets with Rita Pit-
ka Blumenstein, October 26-29. For infor-
mation: Jinny Hopp, 31510 44th Ave. E.,
Eatonville, WA 98328 or call (206) 847-5422.

WASHINGTON

Ashford: Heart's Desire Retreats will spon-
sor the following at Alexander’s in Ashford
in fall, 1987: Comprehensive Handspinning
with Celia Quinn, September 28-October |;
Sassy Silk Garments with Karen Selk and
Michelle Wipplinger, November 9—14; Hands
on Weaving with Jinny Hopp., November
I 1-14. For information: |inny Hopp, 31510
44th Ave. E., Eatonville, WA 98328 or call
{206) 847-5422.

TRAVEL

New Guinea: ""“New Guinea: The Art of
Weaving, Primitive Art and Exotic Photog-
raphy.'’ led by Dr. Brian M. du Toit, August
I-17. V1987, For information: Heolbrook
Travel, Inc., 3540 NL.W. | 3th St., Gainesville,
FL 32609. (304) 377-7t11.

Kenya: Linda Hendrickson, owner of Fash-
ion Fibreworks in Portland, Oregon will lead
a tour to Kenya, July 23-August |18, |987.
For information: Linda Hendrickson, (503)
239-5016.
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THE WEAVER'S MARKET CLASSIFIEDS

The Weaver's Market classified advertis-
ing rate is .B5 per word, $18.00 minimum.
Count postal box, street address, city, stare,
zip code as é words, Deadline for the Fall
issue is August |. Pre-payment must accom-
pany classified ads. Send copy to. The
‘Weaver's Market Classifieds, ¢/o The
Weaver's journal, PO, Box 14238, $¢. Paul,
MN 55114. For information on display ad
rates, call Mary at (612) 646-7462, or write
to the address above.

CLASSIFIEDS

LOCM FOR SALE. 42 inch, Kessenich floor
loom with plain and sectional warp beams, texsoly
tie-up, bench, spool rack. $1,000 plus shipping from
St. Paul, MN. Karen (612) 646-7445 or §36-0205.

shannock

High tension, heavy duty,
professional tapestry looms
with roller beams and
Call (206) 573-7264 ather weaving accessaries.
of write to:
T0402 NW. 11th Ave., Vancouver, WA USA 98685

BRADSHAW MANUFACTURING COM-
PANY is now offering economy, custom made
STAINLESS STEEL reeds with lower prices. Brad-
shaw Manufacturing Company, PO. Box 5645, ¥West
Columbia, SC 29171 {B03) 794-1151.

TAPESTRY SUPPLIES. Looms, French Gobe-
lin bobbins and Aubusson flutes. Beaters, battoirs
and bobbin winders, SASE. Handweaver, 340 Coven-
try Road, Virginia Beach, VA 23462

PUBLICATIONS

FIBRE FORUM HAS A NEW LOOK and a
new, low, discounted price. Cost in 1987 is US
$12.00 for cthree issues. The new look includes a
lot more colour. Subscribe in US. doflars to A.FT.A.,
PO Box 77, University of Queensland, 5t. Lucia,
Q4067, Australia. FIBRE FORLUM covers all the tex-
tile arts in the Australian region, and is a high quali-
ty magazine. (For a sample issue, send US $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 displayed! Mixed
color printing. DrawlJP or DrawDown. WEAVE
WIZZARD™ weave analysis. 32 harnesses, 64 trea-
dles, 640 warp, 80O welt. On-Line HELP and ex-
tensive printed tutorial. All IBM ¢ompatibles and
printers. Money-back guarantee. $175. MAPLE HILL
SOFTWARE, Plainfield, vT 05647 (802) 454-7310,

FOLK ARTS INTERNATIONAL. Introducing
anew color magazine on international folk arts, in-
cluding costume and textiles, crafts, dance, music,
festivals and folklore. Special charter subscription
offer $15 for | year (4 issues). Folk Arts Interna-
tional, PO. Box 14676, Minneapolis, MN 5544,

STUDY

LEARN TO WEAVE FOR INCOME OR
FUN. One-week beginners’ weaving retreat in
Colorado mountains, April-October. For brachure:
ROBERT LOEWE WEAVING SCHOOL, Box W,
Divide, CO 80814 (303) 687-31249,

TRAVEL

COMING TC ENGLAND? Residential spinning
and weaving tuition offered in well-equipped coun-
try studio. For brochure write MALCOLM and
ELIZABETH PALMER, Crown Cottage, Gretton,
Northamptonshire, NNt7 3DE, England,

CRAFT/FOLK ART TOURS, 87-88. Himalayan
Weaving Workshop; $pain/Morocco; Kash-
mir/Ladakh; Thailand/Burma; NorthiSouth India,
Korea, USSR, CRAFT WORLD TOURS, w|-7,
6776 Warboys Road, Byron, NY 14422 (7))
548-2667.

YARNS, FLEECE, FIBERS

DISCOUNT FIBRES: Wool, sitk, cotton, linen,
rayon, synthetics. Samples $3.75-Foreign
$5.00—{US5. funds.). NORTH SHORE FIBRE ARTS,
Box 17188, Dept. W], Milwavkee, WI 53217,

MILL END YARNS, threads, etc. Natural, syn-
thetic and blends, varied sizes and types. New items
added constantly. Low mill end prices onyarns. Sam-
ple catalog and mailing list for | year $2. THE
GLEANERS YARN BARN, PO. Box 119], Canton,
GA 30114.

Pber Feadguantens

of the Sotheasr

Complete Line of Spinning,
Dyeing, Weaving, Basketry
Supplies and Books.
Looms, Spinning Wheels,
Knitting Machines and Yarns
Millend Malling List $3.00 per year

{minimum & mail-cuts)
Yam Samples: §4.50 ¥ Samplas: $1.50
Spinning Samgles: $3.00 Bulky Yarns: $1.50
HOQURS: Mon.-Fri. 10-5, Sat 10-4

Yinda Snow - Sebers

3209 Doclors Lake Dr.
Qrangs Park, FL 32073
1904) 2644235
harge & Visa

@)

SILK.SILK.SILK. 60 exciting colors Douppioni;
2/14 spun; cultivated & tussah plied; silk & camel:
tussab & acrylic. Quantities limited. Samples §5.
CUSTOM HANDWEAYING, Box 477, Dept. W],
Redondo Beach, CA 90277-0477.

(reafe a Sensation!

featuring. . . The Drop Spindle
Henry's Attic. . .Silk City Fibers
Kathleen B. Smith {coverlet wools)
Grandor. . .Brittany needles
Wildwood buttons. . .& mors!

guality yarns
& accessories

CATALOG $1

RR 3 260 Hoffman Crive Califon NJ 07830
e A o A o S S

SHEEPSKIN PIECES—Cleaned random sizes
suitable for cut strip weaving. Makes wonderful rugs,
vests, seatcovers. Instructions with order. | It $4;
5 Ibs. $16, 10 Ibs. $28; plus shipping. CUSTOM
HANDWEAVING, Box 477, Dept. W), Redonda
Beach, CA 90277-0477.

QUALITY HANDCRAFT FLEECES
DIRECT FROM NEW ZEALAND

Superb fleece wool especially bred for hand-
crafis. Clean flaeces, 6 1bs., well-skirted, wide
selection of colors, all $2.95/1b.

P&P extra. reductions for large orders. Carded
wool, greasy and washed also available. Orders
posted worldwide with moneyback guarantee.
You can rely on me for prompt, persomal ser-
vice. Send today for free brochure and samples.

Janette McKenzie
“Garrie Downs,” Greta Valley R.D.
Morch Canterbury, New Zealand.

HAND DYED FIBERS AND YARNS
B 1, doa NS, Ratnop TX M0l

512 311-2780 1500 Samples thIN-NM
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CLASSIFIEDS

EXOTIC FIBERS Cashmere, carmet, mohair & al-
paca yarns. And now in spinning fibers too! Yarn sam-
ples $1 plus #(0 (large) SASE ($.56). CUSTOM
HANDWEAYING, Box 477, Dept. V], Redondo
Beach, CA 90277-0477.

COMPLETE SELECTION OF FIBER ART
SUPPLIES: We are the only North American Sup-
plier of new Lanaset dyes for wool, silk and fur
blends. Aiso: Ciba Kiton Acid dyes, Cibacron F dyes,
Procion MX fiber reactive dyes, Ciba Vat dyes, in-
digo. Disperse dyes for synthetic fibers; dyes for
warp painting: Liquid Procion H dyes, Inkodyes; ex-
clusive supplier of Euro-tex Fabric Paints; starter
sets for alt dyes and fabric paints, Japanese brushes,
resists, safety and lab equipment, complete safery
information on all products, expert technical as-
sistance, fast mail order service; also brushes, tools,
books, natural fiber fabrics and many other items.
To receive our 1987 56 page catalog, send $3.50
(US funds) to; Cerulean Blue, Led., PO, Box 21168,
Dept W], Seactle, WA 38111-3168 USA.

MOTHPROOF PERMANENTLY Protect your
precious work. Easy to apply at room temperature
to finished pieces or while you're dyeing. PRO
Chemical & Dye Inc., PO. Box 14, Somerset, MA
02726 (617} 676-3838.

WEAVE BEAUTIFUL

RUGS AT HOME!

FOR PLEASURE and PROFIT

Enjoy the fascinaling craft of
weaving rugs in your home.
Create your own serviceable rug
designs for pleasure or profn.
Always a year round markel for
YOUL MIES iN e¥ery community.
Easy to operate floor model loom
weaves 34" wide, comes already
threaded, fully equipped. . ready
10 weave. We furnish compleie
infurmation on looms and all equipment with offer below.
Send 25¢ for descriptive brochure. You bay your supplics. . .car-

pet warps. rug fillers. shears, rag cutler, beam countar, looms, and
‘pants at low factory direct prices. Also: rags - prints - and looper

clips, in 10 and 50 1b. bales. [T you now have a loom, please advise
muke 2nd width it weaves,
OR RUG COMPANY, Dopt. 4736

Lima, Chio 45802

Ry FACTORY DIRECT
‘g LOW PRICES

VEA from page 64

9. Rooms 94 and 95 display tapestries
with rotating displays to present a varie-
ty of tapesiry holdings.

10. The Print Room, located off Room
71, provides valuable resources for tex-
tile designers and histotians. The
departmental handbook and informa-
tion in the Print Room catalog are use-
ful guides in this are. The Cornaud De-
sigh collection within the Print Room
contains 2,500 hand-painted or printed
fabrics dating from 1845 to 1880, by the
French textile designer, J. D. Cornaud.

11. The Student’s Room in the Indian
Section, located off Room 28 on the
ground floor, can be used only by ap-
pointment. In cabinets, pull-out
frames and drawers, 3,000 examples are
well organized for study.

12. The National Art Library, located
within the V. & A., houses some of the
texitle design holdings which are not
found in the Print Departrment, It is the
largest art reference library in the world.
About 200,000 photographs of art ob-
jects in many parts of the world are in
storage here, many available upon re-
quest. A multitude of source materials
useful in textile research can be found in
this vast library.

As specific as these notes on the
collection may seem, it is so extensive
that this review must be considered to
be a general overview. It is a well-
organized and quite accessible collec-
tion, which can be explored thoroughly
with advance appointments, To avoid
disappointment during a visit to Lon-

don, check in advance about current
hours that the collection is open and
about any national holiday during
which the museum may be closed. Lo-
cated at South Kensington SW7 2RL,
the Victoria and Albert's Textile Collec-
tion is managed by Donald King,
Keeper, with assistance by Natalie
Rothstein, Deputy Keeper, and their
staff. It may take several months of cor-
respondence to complete an appoint-
ment. Duting a visit it will be very clear
whytissaid” . . . thereissomething
for everyone in Londen'’s Victoria and
Albere Museum.”

Notes

L. Texstle Collections of the World, Vol 11, Edit-
ed by Cecil Lubel New York: Van Nostrand Rein-
hold, 1976, p. 37.

2. Anna Somers-Cocks, V.&A. The Making of the
Collection. Windward, 1980, p. 97.

3. Somers-Cocks, p. 107.

4. 1bid.

5. Ihid., p. 102.

6. Ibid.,

7. Michae! Jacobs and Paul Scirton. Knop/ Travel-
ers Guide 10 Art—Britian and Irefand. Knopf,
1984.

8. Textile Collections of the World. Yol 0, P. 37.
9. Ibid., p. 40.

10. [hid ., p. 41.

11. Ibid.. p. 40.
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Congratulations!

The Weaver's Journal is proud to announce
that its co-editor 3uzanne Baizerman completed
her doctoral dissertation on Hispanic weaving in
the Southwest and received her Ph.D. in Tex-
tiles from the University of Minnesota this past
spring.
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Vo/ 10 No. 4, Issue 44 (Spring, 1987) Page
37 Draft shows shafis 1.2,4,5 instead of
1.2,3.4.
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BOUNDWEAVE

-

CLOTILIFEE RARRETT

Back in Print!

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 figured bound-
weave and the principle of shaft-switching to achieve more complex pat-
terning are alse included.

92 pages, paperbound, 8% x 11*, 22 color plates, 60 black & white photos, 10 line draw-
ings, over 100 drafts & charis.
$12.50. ISBN 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
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.

Summer & Winter and Beyond

by Clotilde Barreti

This monograph deals with classical ways of
weaving the versatile Summer & Winter fabric
structure, including multi-shaft block design,
polychrome weaves, and some unusuat varia-
tions. A four-shaft block draft suitable for rugs
and a boundweave technigque 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 Ciotilde Barrett

Doubte 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 1SBN (-937452-05-1

Now available in English from The Weaver’s Journal
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Swedish

S

Ulla Cyrus-Zetterstrom

DOUBLE TWO-TIE USIT WEAVES

[ romask and O ypphiinta

Outside the L1.5: $2.00 for the first book, .50 for each additional title,

SUMMER & WINTER

Damask and Opphimta with Weaving Sword or
Drawloom by Lillemor Johansson ©

For the expérienced 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
opphamta float patterns. Also included: an overview of
Swedish weaving, weaving schoois and contemporary ar-
tists working in these techniques.

166 pages, hardcover, 70 color plates, 101 black & white photos,
21 line drawings, 65 drafts & charts.

$23.95 ISBN 91-36-02158-X

Manual of Swedish Handweaving

by Ulla Cyrus-Zetterstrim

This classic Swedish weaving text, first 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 photos,
157 diagrams, 6 color diagrams. $19.95,



DETAILS, DETAILS, DETAILS

Introducing AVL's New Technical Dobby Loom

Itisn't easy dealing
with perfectionists.

Some olher enginears would have cut
comers and cranked out a 20 harmess
Countermarche Dobhy Loom i no tme.

But not our group.

They spent over three years taking
care of the details, The Little things, the
unnoticed technicalities, that make the
difference between a good loom and a
trily great one. Every time the rest of
us were ready to unved the boom, they
wanted to do some more fine tumng.

Pirlleys, cams and
busfngs = meet the
hickden reasons all
rwenty famesses |
move with exse o
every beal, Theyre
anly soire ol e
dhirrals [t e
Hiake 8 gova kosn

a greal ong,

So the development effort went on

..and on .. .and oo New details, new
parts, new ideas — all with one driving
obmsession: To build a loom like no ather,

And the result? Something spectacu-
lar. The AVL Technical Dobby Loom.

The Technical Dobby Loom is indeed
a logam that doesn't cut any comers, The
unprecedented Countermarche Dobhby
Head yields the dassic, perfect shed wath
none of the hasshes normally associated
with typical countermarche looms. Just
think — no tke-ups!

And twenty hamesses? The cam-
assisted action 15 s0 easy they can be
opened with your index finger on the
treadle. Heallw

And all without [orgetting the details.
Bronze bushings that mean bess fnchon
for easy action, Special aircraft cable that
just won't break. And hundreds more.

il .
& . Frumdreds
af hors
Derfecimg
el TS
FHST-5 T

RN ETTRArThE
¥ dahby spsteii

rhar o lvminites
the meed EoF

Hie-Lips.

Derails o a lom designed by
perfectionists for. . . well, perfectiemsts

like o,
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Call us ab

(B0} B26-9615

or inside Californis
i (916} H93-44915

terad 51 bor crenpleir
[ 15150

AVL. Now the pﬂSSlblllt]ES are endless.



