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As long as we live in a society, we must judze our worl. My
the standards of the environement. It does not need to be a raji--
rity of the people arcund us - it masy be even a small minori v, but
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there must be a group which appraciates and approves our effot:.,

Thus the first condition of being creative is to appeal to
scmebody else bescides the author. Although we can always say that
only the posteriority will arpreciate us, but as a rule the pos-
tericrity appreciates geniuses, and even not all of them.

In weaving we cannot depend on our creativeness finding
an outlet in the direction of purely technical prozress. We have
not the slightest chance to coumpete with the textile industry,
equivped witia laboratories, and meney. Therefore we
nust direct our efferts to the design, colour, and texture. What
do these three terms wecon?

aclentiscts

Colour is the easiest to define: it is the combination of
colours used in any particular piece of weaving.

Texture is the three-dimensional structure of the fabric.
Its depth, or thickness, the length of floats, the roughness or
smoothness of its surface, its firiness or softness.

Design originally meant pattern both in colour ard in
texture or in one of them. For instance - camesk has pattern in
texture only, when swivel or inlay has it in colour only. Overshot
may have pattern in both. Eut at the present "“design" does not
mean "pattern" any more, and is often usedl to emkrace all three
terms: pattern, colour, texture.

Creative work in hand-weaving is impossible without some
knowledge of all thesze factors. We take it for granted that a
weaver is familiar with yarns and weaves. From purely mechani :a”
voint of view yarns and weaves produce texture. But unless ti-»
weaver has a certain knowledge of designing, his textures will .2
either traditional, or accidental.
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Is there any alternative? Caa purely technical approach to
veaving be creative or atl least consiructive? Can we discover new
weaves, or iuppve old ones? If the weaver is unfamiliar with in-~
dustrial wecving he can amuse himself by discovering all by hi
self things which had becn discovered centurics ago. Or he caa
adapt industrial discoverics to hand-weaving. This is done a’™ ae
time, and undoubtecdly there arec possibilitics in this directi .
But nearly in all cases they will be re-di@scoveries. We should
always kecep in mind the fact, that industrial hand-weaving precee=-
ded the power loom by thousands of years, and what was nct inven-
ted during this period is hardly worth inventing.

Then there is the possibility of improving the hand-weaving
cquipment, teking ideas partly from power looms, and partly from
forgotten hand-wecaving techniqucs of the 13-th century. This com-
bined with our ncw materials, such as alloys, plastics, and ncw
tools, may prcducc intervsting resulis, but they cannot revolutio-
nise hand-weaving. Still herc iz somcthing to work upon for a me-
chanically minded wcaver, Adaptation is also creativeness.

This is then an cxtreme case of purcly mechanical creativity,

Another cxtreme casc would be a designer familiar with
colour, texture, and pattern, but without any knowledge of weaving.
It seems at leact in theory that such an artist could design tex-
tiles and leave to the expert weavers the translation of his pro-
jects intc fabrics. Even in practice such designers existed.
Elaborate tapestrics werc often copices of paintings, and very
faithful copiecs, too. In this casc the "designer!" has nothing to
do with wecaving. But when we look at these masterpicceswe do not
adnire so nmuch their beauty as the paticnce of weavers. We nay
even corie to the conclusicn that therc is something incongruous
in this particular combination cf design and technique, something
like building grandfather clocke with matches. Ve do not fcel the
sarie about carlicr tapestries wherce the pattern follows the naiuvna,
wvhere certain lincs and angles are aveided and other accentusic
according to the propertics of the yarn zand the weave uscd.

It scems therefore that exactly as our mechanical genius
could not rcally imppove a loowm unless he were a weaver, the de-
signer cannot succeced unless he is well acquainted with methods
and materials uscd in weaving. What we are trying to prove is,
that to be crcative in weaving, onc nust be a weaver first, whether
he wants to build lcoms, or to design rugs.

This princ¢ciple applies to 21l crafts. BEvery medium, whether
netal, wood, clay, lcather, stone, or fiber recponds best to such
treatnent which takes intoe account its physical properties. This
is truc not only from the estheticel point of view but from a
practical one as well. A good piecc of pottery may be copied in
netal, but not only the finished product will be too heavy for
practical usec, also its making will be too Gifficult and expensive
- 3imply because it canrot be nade on a potter's wheecl. The sanme
piecc of pottery copied il wood on a lathe will be too brittle
- at the best it will be a cleap and uscless inmitation. Real metal
work connot be copied in anything else, and the samc applies to
lecather, and of course to vegetal or animal fibers.
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iHetal should be cast or wrousht; clay thrown on a wheel,
or modelled in fingers, but not in moulds; wood - carved, szwn,
ciiizelled, but not turned on the lathe which does not heed the
graini and fibers should be spun and woven - woven in a most natu-
ral way.

Therefore a textile designer must know textiles. But at
the same time a weaver should be a designer., If he is not, his
crafisman®s conscience will limit his activities to cop¥ing other
craftsmen's designs, and copying may be a hobby, but it is not
creativeness,

How then doces one become a designer?

Kk % ke ok ok

Ue know that there are born designers. Those are found
often among more or less primitive cultures, whether peasants of
Eastern nurope or Americcn Indians. They do not need to be actua
peasnats or Indians. If they are brought up in such an enviroume-t
even when belonging to another social strata, they seem to in.e-
grate this cultural background to a point, where they can besi.- s
copying the familiar folklcre patterns creacve new ones as well,
still remainirg within the bouncaries of the troditional craft.
This is probazbly what is meant by the American expression: "he has
a European background".

Their skill is acquired unconsciously, and although good
craftsmen, they are seldom good teachers of designing. Their know-
ledge cannot be expressed in intellectual terms - a condition ne-
cessary for successful teaching.

* ok %k & k% %k

The oppostile class of designers are the '"made" ones. Those
who acgired the art of desligning by study. How good they are, de-
pends very nuch on how good were their teachers. And here again the
teacher nust be both good craftsman and good teacher. A good tea-
cher is not one who forcezs the student to see the form and colour
the teacher's way, but one who gives his pupil enough understan-
ding fo develop his own individual way of seeing and interpreting
what he perceives.

%tk % o ok ook

Is there hali-way between these opposites? There certainly
is ~ but there is good as well as bad half-way. If somebody has
already a cultural backsround, ke will gain enormously by studying
- because his unconsciocus approach to the craft will turn into a
conscious one, which will enable him to teac h.

But on the other hand, somebody without such a backgreoun?
nay find studies too long and too exacting. He will turn ther foce
to "easy!" methods, formulas, 10 lessons cof designing for five (o7 =
lars, and art appreciation courses by correspoundence. lNeedless to
say that his chances of success are limited.

%k ok %k 3k kK K

Let's then go back to the sense of colour and form acquired
by tradition and surrcundings. A closer inspection of folklore art
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and crafts is very reveal . They flourich in comnunities which
are rabtizer -voor and isolc » Thesae two f&CuC“S force the crafts-
men to use the local raw materials only: clay, iibkers, pigments,
Therefore they are limited in their choice ci medium and colour,
This limitation is the best chalienge for an untraincd artist.
Although the crentive vrocess is slow, coften measurcd in genera-
tions, the outcoric is ncar perfoction. It does not beleong to o)
perind or style, it is ageless and hardly cver out of place.

'ng
[

It is easy to demonstrate that this perfection is du. to
the limitations. Once an isolated cenriunity is Ydiscovered" eitier
by turists or by industry, once the local croftsmen get hold of
cheap materials, dves, or methcds of »nroduction - the old creative
process is ovandonned, and replaced by childish orgy of form and
colour. The potentinl Japancese sculptor makes photo cameras out
of old tin cans, the Slovak pcasants produce indian totem poles
initote wrought iron in wood, and lcather in plastics. If this
were all, we could blame *the turist who would rather buy a dozen
articles fifty conts exch, than spend five dollars on one honest

En
-

piecc of hoadicrult. What actualiy happens 1s tnat the "super-
raftsmon" with ten centuries of fradition bchind hin starts

buying cheap, vulgar, cass-produced articles for his own usc, and
apparently he likes then. Undoubtedly part of his conversion is

duc to purecly eccromical faoctors, but to the lack of discrimination
also.

What happens to a poor community discovered by the "civie
lisation'" happens also to a craftsman who left the community. He
will be nearly always irnfluenced by his new surroundings, and if
he works in his old craft at all, he will adapt it to the new life
in a most unhappy way. This happens to all Immigrants, unless they
settle in the new country in large and again isolated grcoups.

Therefore: from very deep psychological, cultural, and
even geographical reasons cone should sticlz to his own cultural
background when creating - that is, unless one is trained in
designing.

* %k K ok ok k

What is this training? It may be taken up in form of »c¢ju-
lar studics in a school of designing, or as apprenticeship unu 7
the guidance of a well known designer. But few of us can afford
to change our whole pattcern of l1ifc for this coke alone. How clse

can we do it?

In weaving for instance, since it is an cssentially two-
dimensional craft, study of painting is most helpful. Particularly
where the colour is concerned. Learn the principlces governing the
distribution of colours on a given arca. What is the gencral scheme,
what is the background, and what are accents. Learn the rules of
cempesition. vihat ig rhythm - important in weaving. These rulcs
may be disregarded Iatcer on by a roal artist, btut to disrcgard
them one must first kncow them by heart.

3 O

The next step is obviously study of the weaving itself.
How the limitations of the weaving techniques influence the choice
of form in creating a design. hy geometrically perfcct curves
arc undesirable, Vihy gradual tronsitions from onc colour to another
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arc out of place. VWhy in certain tapestrics cven straight verti-
cal lincs arc aveided. In short, how and why the mecdium governs
the pattern, and what are the results of geoing agoinst the grain
of a fabric.

The third stage is to observe other descigners of the past
and present starting with primitive cultures; how did they react
to the challenge, and how did they solve the conflict betwcen
human naturc striving for freedcm cof cxpression and the linitations
imposcd by the warp and weft.

The final result will depend cntircly on the psychologi-
cal make up of the craftsman. Vhere one will try to impose his
will on the recluctant fabric, another will surrcnder to the char-
ming rules of his craft. The first will be slightly modernistic,
the second more traditional, but in beth cases there will be
plenty of freedom left for the cxpression of their urge to create.

k %k k% ok ok ok

Since onc caanot acquire o cultural background, and since
study of designing means a lct of work, there are many people who
hope to find an easier way. Many of thosc honestly belicve that
everything, cven human emotions can be reduced to formulas, rules,
graphs, and tables. Thercfore all one has to do, is to learn the
rules and keep the tables handy. This idea did not cmanate from
lazy morons - Jjust the contrary: it was shared by many humble
geniuscs.

Leonardo da Vinci made scrious attempts to cxpress the
colours in painting in formulas. Not only to classify colours
according to their composition or proportion of differcnt pigments
in every shade, but also to establish a relationship between his
standarised colours ard the paintecd object. He was right in his
own opinion becausc his paintings made accofiding to the rules
were quite successful. Unfortunately his students could not get
much profit from this mechaniscd cpproach to the art.

To nention only onc more painter, Van Gogh would often
made a charcoal sketch from nature, and indicate the colours only
by the commercinl nome of the paint to be used. He produced
masterpicces in this way, but it is necdless to say that his me-
thod is not universal. Anyonc can get a copy of Van Gogh's
sketches with the paint clearly marked. Anyonc can buy the neces-
sary paints and £ill the empty spaces. Still the painting will
not be the same as Van Gogh's.

swald tried to find gecneral formulas for celour combi-
nations. Formulas are not too invelved and they are quite convine-
cing. They could even help to ocxplain why becautiful paintings are
beautiful. Still they will not help a physicist who perfectly
understood this theory, to paint. What is worsc they do not cx-
plain why we de appreciate colour schemes, which according to
Oswald's rules should be recpelling, On the other hand his classi-
fication of colours is uniguc and is widely used.

¥hy did they fail? Probably therc are too many factors
to be taken into consideration. Not only form and colour, but the
psychology of both the artist and the consumer. Since the latter
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change, the rules should change also,

The search for ready formulas may lead to an extreme, which
we could call "accidentalism!. This haprens when we doubt in our own
resources, and try to find a solution as far as the pattern is con-~
cerned in mathematical equations, music, or words transcribed into
weaving drafts. This may be an amusing pastime, pnarticularly when writ-
ten messases are woven into a fabric, We have published two articles
on this subject. But such attempts cannot have any artistic value,
From time to time by sheer accident we may find an interesting pattern
produced by this method, but this does not mean that we can depend on
it as on a source of artistic inspiration.

There is a faint possibility of purely mathematical formulas
(not words, or music) producing correct patterns i.e. correct irom the
point of view of technical requircments. For instance there is a set
of rules of drafting ‘'new" colonin~l patterns. They can be umade to
order, and they will pass casual insvection. But they will never be
as good as the genuine designs, and they will never bring anything
new into this branch of weaving.

Both rhythm and its opposite: hit-and-miss can be expressed
in mathematical terms, but they are both only secondary accessories
of a design., Therefore there is little hope of finding a solution
in this direction. Perhaps an electronic brain could give it, Dbut
let us hope not. This would be the end of all crafts.

Sk Kk ok ok dk ok Xk

{lc realise that our approach to the problem of creativeness
in designing was rather negative so far. And ve made it clear why.
Nobody can learn designing from a lecture or an article, However we
shall try to illustrate our point of view with practical examples
taken from our own anc¢ other craftsmen experience in the next issue.
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FROM THEL CLASSICS,

Clinton G.Gilroy, New York, 184kL.

"A thorough knovwledge of the Art of 'Jeaving, in all its va-
rieties, is the gradual result of indefatigable exertion, and cannot
be acquired, except by a long course of practical application in
those parts of the world where it is best understood.

Many of our American weavers already possess sufficient skill
anc. dexterity in several branches of this, the most complex of all
arts, to prove dangerous rivals to those similarly engaged in other
parts of the globes; but the field for imppovement is still very ex-
tensive, In every quarter of this vast country men of scientific ge=-
nius are busy in applying those clementary and speculative principles,
which were formerly confined to the closet of the philosopher, to the
grand purpose of social inmprovement. The sreat chain which connects
theory with the useful arts, is rapidly extending, and it is impossible
to anticipate what may be the result,"

* % 3k %k %k ok ok k ok



DRAFTS FOR 8 FRAME S,

Most handweavers take it for granted that each draft should
be woven on a possibly smallest number of harness-~frames. In in-
dustrial weaving just the orposite attitude scems to prevail: that
the warp ends should be distributed uniformly on a rather large num=-
ber of frames.

Both points of view are justified., If we have a four-frame
Joom, then obviously we should like to get as much out of it as
possible. Ve do not aim at speed, and we have seldom to face a pro-.
blem of threading more than 50 warp ends per inch. Therefore we
crowd half of the warp on one frame quite often (Bronson, spot,
swivel) rcgardless of the friction between the warp and the heddles
it produces. But the industry works with much closer setts of warp,
and can not afford to have warp ends broxen by friction. And of
course the number of harness-frames hardly matters in powver weaving.
Just the contrary: with a high number of frames the threading may be
much siwmpler than with a low one.

A weaver who h:s a multi-harness loom is in a position to
afford the industrial outlook on many weaving problems. i/hen he has
for instance a draft for four or five frames, he will use intelli-
gently all eight, and he may get better results particularly with
fine yarn., Better, because there will be less friction, less possi=~
bility of broiken ends, and more balanced treadling, This is true of
course only on the condition that the eight-frame loom is properly
built and not too heavy in operation.

Besides thisg., there is another factor, which may be important
in certain circumstances. Any threading on 8 frames gives more
variations of weave or pattern than the same threading on four har-

ness=-frames, The change of the tie-up is always easier than re-tihrea-
ding of the loom.

To demonstrate what czn be done with 8 frames we shall take
up two problems: l-st how to transcribe four frame drafts into better
balanced eight-frame oncs, and 2-nd: what can be done with plain
sequence threading on & {rames.

L. Tour frame drafts.

Let us takc os an example a Bronson Lace. A draft for 4 frames:

X X ¥ % o 00
X X X X 00 0 .
piiih'e X X b4 bidib o ¢} Fig.l
XKTXX XX XXXXXXELIXXX 0 000 o
will look on eight frames as follows:
X X X X o 00
- X X X X 00 O
x bid x X * oz 8
ox 7 bl ® X 0 000 Fis.2
X . X ;¢ X Q0 000 2
. X . X - ¥ e 0 0009
X : bia X o 000
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Since as a rule there is quite a lot of tabby ground on such
a draft, and therefore the frame No.2 has more heddles than 3 or k4,
we are jmstified in distributins these heddles on two frames: 5 and 6,
Frame Mo.l which originally carried half of the warp is now reniaced
with four frames: 1,2.%,and 4, Thus the warp is as evenly distribu-
ted on the eight fraies as possible.

or Summer--and-Winter can be still easier converted
ne, Each frame is replaced by two. E.g.:

X XX X XX ) o oo
X X X ¥ ¥_X X_ X X X X_X 000 :
X X p:d b X X X x X 60 o changes into:
b d X pd b4 X b¢ x z x o 00
X b's 0 0o
X % ox X X X r  800°° Fipg.>
e - - []
% X x X hid X 000 -
bid X pid b4 . 0 0o
b4 % X X X 0 0.0
X X b4 00
pig X X x x 00 O

The same method of replacinz oane {rame by two may be used
in case of pattern twills, crackle., oversnot, etc., - where the frames
carry about the same number of heddles. However nothing is gained
here unless the sett of warp is so high that the frames are over-
crowded, and that there is too much friction.

Thus such we ves as Bronson, spot, swivel, dropped tabby,
cannele, etc., are always easier to weave if transcribed from four
into eight frames. Other weaves should be transcribed only when the
sett of warp is rather high (above 40 per inch).

A hish sett of warp does not mean necessarily fine yarn.
For instance two-blouck rep weave theoretically can be woven on two
frames, but even on four frames the sheds may not open too easily
particularly on jack-tyne looms., Therefore there is every reason,
if we have an eight-Irame loon, to use all eight frames. Thus a
theoretical but very imwnractical draft:

0.0 0.0 X ¥ X % 0 00 o .
X XXX 0000 x X o becomes practical on 4 frames:
o) o X X o] o] o
X oF %% % oF oF °6 and still easier to w 8
X x st ie Ve 3 e
% = o o % - o 3 S (o] cave on
o X o o}
X o) X o
% oF «° o°
.0 X o o Fig.h,
pid o X o
L0 b d o] o
X o) x o

In the last case we can really cover the weft with warvo
without any cifficulty.

The same applies of course to such wecves as owershot,
crackle, or suumter-and-winter when they are “turned®, i.e, woven
with colours and pattern in warp, when a closcly set warp is re=-
quired, to double weuves for four frames (circular, double width,
etc), quilt weaves and so on. Here a-ain threadin: on eight frames
will be often much easier than on four..
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2. Drafts for more than 4 frames.

Another advantage of eight frames shows when we transcribe
drafts originally meant for 5 frames. Not only that the frames are
less crowded but in most cases we can use plain segquence threading.
Here are two examples of 5 frame diamond twill which would require
a herringbone threcading on 5 frames, but may be thrcaded in sequence

on eight:

X X o o X X
b d X o X ¥
x* xX 80 ° yx x
. i
pie b 6 o Fig.5 bid X
X X o © z X
b4 X o bia X
X X ¢ 00 X bid
m. mmm m  mmm K T mmum mmm o oamm m
m S m m m bid Am M mm o nm Wi
1 m bid nm P
m m pie Mmoo mmil om Comn
mm W ommm m m mm M omEm moom
m mom m Woopuim W nimm
i = mram mn_ min
m M o omm m m X MM om omm mm nam
m mmm  m mmm X N miim mmm oamm m
m @®m mm m m e My M M om I nm
m i i) X mm mm mm mi
m mm m mm X m_ommm m ramn
mm m mAm  moom bie mm @\ ommm m n
m o omm m mn X m mpmm W mnm
m m m b'd min mn mm
m omo omm m m X mi . mm md moam
m mim  m  mmm X mr omnm mnm onom

(o]

o0 O 00
00 0O
000
o

XM 00 000 O
o]
(o]e]

This applics not only to twills, but to many other weaves,

As an example can scrve the 5-frame waffle, often

x X 00000 0 © x x
X X~ 00600 0 % x
X % 06 0 X X
% x o o x x
x X o o >'q X
ba X 0o o 0 ¥ X
Py x 0 0%0 0 x X
x ble 0 00060 0 x x
m m o mmom . .m X
noon m o omm Cx
nomom_omomomm x
MM m mMArG Mkl x
miam_ ¢ GG 1 X
L m om mnm omomom X i
nom o omonoa o om x M m @ M rom
o m 1 1 X Bom omomom
m r) X m m.m ol
bl m X m ;

m m m m |
: mm omm T mm omom m
mmm mmmom momm % mm m momemom mom
M M mrmm m mim X Wm M mpmmnm m o m
nom m m: nmm m nmm X mnmpyl ommommm  miim
I m om fnm momom pa ST ORIV A RTITl
mm mA@p om 3% o m or mmm oo
m 1 by m_m mom n

o 3 x m m
m n x m 1
Fig.? Fig.8

the perfect" waffle (fig.8)., On the other
same threading another waffle, which could
than eight frames (fig.7).

hahd we

not be written on

considered to be

0000 000

on the
less

can weave

We cannot discuss here all the dresfts written originally

for 8 frames, because their number is astronomical.

However we are

giving on the next page typical tie-ups for several basic weaves, as

well as for some 8 frame twills. The idea of these

basic tie-ups is

to enable the weaver to use them in combined tie-ups when for in-
stance tabby, basket, and twill arc used in the samec piece of wea-

wing. All the tic-uds are for plain threading:

i e

12345678 or 87654321,



X o o 0 0 o 00 o 00 000 o
b ) o o 0.0 0D o 00 0G0 o
pe o o 0 o o000 o} 00 00 0 o}
X o e} 5 o0 O% o 5 o 0 00 o)
X o} 0 o) Do H 0 o 20 000 0
x o) o) G 500 0 0 05 0ad o
X o] 0O 0 [aXe] (S o] cO o0 0 8]
X 0 o & NA oo %) ¢ o o =0 o)
21 21 21 SvishTzl 4721 Lzo1 Lzzn 4321
A B c D E F G H
A -~ tabby; B - 2:2 bas'tet weave; C - h:L4 basket wecave; D - mixed
basket and tabby (treadling: 12345678); E - 1:3 twill; F - 2:2
twill; G - 3:1 twill; F - diamond twill.
o o 000 0000
= o o 00 000 0000
ps o o 00 .000 0000
pid o o 00 cdo 00300
x o o} oo 000 0000
pd o 00 Q00 Goo 0
b 0 00 Q0 00 00
X o o 0 o 00 0 000
Sh321  8765h321 27654321 8765Lkz21 87654321
I J K L M
I - diamond twill; J = 1:7 twill (this cnn be woven as plain or

broken, or cven satin: 65274163); T - 2:56 twill; L - 3:5 twill;

M o« by twill.,

pid o 0 Q0 _ O o000 O (@] C 00 O 0 O 00
X o 0 [s]JoNe] co0 O o] o 00 O O 000
X O O oC O Q00 O O 00 O o O 0COo
X c O o0 0O 000 O O Q0 O o 000 O
x o o 00 _0 00 0 0 0 06 0 0 0006 ©
pid (e s} [oKs] (o] o O [o]e] Co O O 000 O O
pe O (o] Q Q0 o] 000 o0 © s} 000 O O
X [0} (@) [e] 00 (e} 000C o 0 o 0 o0 O O O
87654321 87654321 87654321 87654321 87654321
N 0 Q R
N - 1:1:1:5 twilly; O = 1:1:2:4 twilly; P - 1:1:3:3 twill:; Q -
1:1:2:1:1:2 twilly R - 1:1:1:1:1:3 twill (diegonal of floats of
% on « background of tabby).
e o0 Q0 (o] o0 00 o 000 O Q000 O © (o} o O
=X 00 (e]e] 00 000 o 000 O 0 o0 0O (o] [o N e)
pie [ Q0 O 00 Q00 O 0 0. 0 (o] O 0O 0O O 0 O
X [eXe N oTe] oC 0QO0 c 0 0O 00 O0000 O O 0 O
VX 20 GO O 000 [o] 00 O O O G 00000 O O O
bid 00 00 000 00 000 _0 0 o 0 0 0 0o 0 ©
X 00 00 036~ 00 o 0o 0 0 c_ 00 O o o o
o 0OC (o] o0 o0 © o O 000 o O 00Co O O O
87654321 87654321 87654321  8765L321 87654321
S T U v W

S « 1:2:3:2 twilly T - 1:3:2:2 twill; U - pattern twill; V - alter-
nate squarcs of taboy and floats; W - altcrnate squarcs of 1:3
twill and tabby.

The drafts: J, ¥, L, M, W, 0 ,P, Q, R, 8 and T can be
woven as biased or broken twills. Drafts U, V and W shauld have
nlain treadling, but in case of V and W corded fabrics .iay be
woven also. W should give crepe effect when trendled: 13245768,

A e sk e ok sk ok ok X ok ok ok %k
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PROBLEMS IN TEACHINC LESSON 9.

DR AT T

The profile used in the last lesson (page 12) can be fur-
ther developped into 1:2 turned twill:
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In each case one square (''m") of the profilc is replaced
with one of the units of the weave., What are these units, ond how
many are there in each case? And how to recognise which unit goes
on which line of the profile? The answer to the last auestion is
the easicst: in most cases it does not mattzr, but as a rule we
take for the lowest line of the profile the units writtcn on the
harness~frames with the lowest numbers,

The number of units for each weave depends only on the
number of harness-frames which we can use., Suwmer-and-9Yinter has
2 units with b frames, but 10 with 12 frames. Daumecsk has 2 units
with 10 frames, and 5 with 25 frames. And so on.

Here are examples of units of a few weaves:

Summer-and-Winter: l-st unit - 1323, 2-nd - 1424, 3-rd - 1525,
Loth - 1626, 5-th - 1727, 6=th - 1828, ctc.

Triple Spot eave: 1) 142434, 2) 152535, 3) 162636, 4) 172737,
5) 182838,
Huckaback 6 x 6: 1) 121212, 2) 131242, 3) 151262, 4) 171282,

Wowo 10 x 10: 1) 1212121212, 2) 1313124242, 3) 1515126262,
k) 1717128232,

Bronson Lace, a/: 1) 1212, 2) 1312, 3) 1412, 4) 1512, 5) 1612,
6) 1712, 7) 1812,



121212, 2) 131312, 3) 1kiki2, 4) 151512,
161612, 5) 171712, 7) 181812.

12121212, 2) 13131312, 3) 1bhib4ik12, 4) 15151512
5) 16161612, 6) 17171712, 7) 18181812.

Dimity (1:2): 1) 123, 2) 456, 3) 789, 4) 10,11,12.
Tornick, 1:3 turned twill, and double tobby weaves have the sauie
units: 1) 1234, 2) 3678, 3) 9,10,11,12.
Danmask (1:4): 1) 12345, 2) 6789,10, 3) 11,12,13,14,15.

A complecte list of 2ll weeves which have units would fill
pazes, particularlv ithat as we 1 scen above, some weaves have
units of different length (Bromnson, huckaback).

1)
5)

1)

Bronson Lace, b/:

c/:
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rnust be used in full. However
for onc square of the profile.

In gl1 this cases the units
very often we usc two or more units
For instance the following profile:
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has only 29 squares. If we repnlace each sgquare by one unit
116, or

mer-and-winter, then the total nuwber of warp ends will be
hardly & inches if the warp is set 30 ends per inch. If we use the

same profile for 12 inch warp, we must take 3 units per square,

If the warp is 36" wide - 9 units per square etc. Since the practi-
cal threading draft is always condensed, it will remain of thc same
length regardless of the width of the woven fabric. L.g.:
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fit a profile into = woven piece is to
out first the number of warp-cnds recuired., If the woven piece
15 inches wide and made of 8/2 cotton, it should have about 2
per inch, or 360 ends. Qur profile has 29 squares. If the weave
sclcected is 6x6 huckaback lace, then talking one unit per square we
would have only 174 ends. Taking two units gives us 348 cnds. The
remaining 12 ends will so into the border - & ciuds on cach side.
Thus the threading draft, or rather onz half of it will look as fol-
lows (read fron the left):

The best way to
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In the next lesson we shall see what can be done zhout weaves

which have

no definite

units,
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