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Something for you...

If you are a weaver, spinner, dyer,
armchair enthusiast or collector, there’s
something for you in every issue of
The Weaver's Journal,
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FROM THE EDITORS

Our First Decade . . .

This is an issue of celebration! The
Weavers Journal is ten years oid and we
couldn't resist the opportunity to dedi-
cate this issue to our anniversary, Much
to our delight, the jowrnals founder
and first editor, Clotilde Barrett, agreed
to write one of her outstanding techni-
cal articles for the occasion. Many of our
readers have mentioned to us chat chey
have missed Clotilde’s special touch in
recent issues, so we are doubly pleased

to feature her article.
In honor of the ten-year mile-

their enthusiasm for weaving and their
sheer determination launched a success-
ful magazine.

The magazine as produced by the
original staff sought to fill a gap in avail-
able technical information for weavers,
From its humble beginnings, The
Weaver's fournal has evolved and ex-
panded. As tecent owners, we have
tried to keep alive the tradition of in-
depth and high-quality arcicles estab-
lished by our predecessors.

Judging from the responses of our
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readers, the Jozrnal continues to thrive
and we look forward to the anniversary
of our second decade!

frees i Sue.

Karen Searle & Suzanne Baizerman

stone, we have pur together a special
tribute 1o Clotilde which includes a bi-
ographical sketch and bibliography of
her Weaver's Journal articles and her
books. Some members of Clotilde's
original staft were eager to share with us
their memories of chose fitst years when

The Readers Survey

We thought that you, our readers, might like to know what we learned when we
polled you last summer, Based on the retutns and limited by the fact that this was
a sample of the overall readership, we have lcarned some interesting things.

It was no surprise to us that our readets tend to be experienced weavers, the
majority having woven for more than three vears and consider themselves to be in-
rermediare level weavers. You may also have guessed that most of our readers are
women. We were surprised to see the very wide range of ages in our readership,
with no one age group dominating the picture. In terms of geographic distribution
we found that subscribers are evenly distributed among urban, suburban and rural
areas, with heaviest concentration of readers on the West Coast —about 25% of
out sample,

More than half of you are self-caughr and one third of vou have been teachers
of our craft. In terms of marketing your work, about half of the readers responding
market their weaving in some way. Most are not making a profit, but one fourth
of the respondents make enough to buy their supplies.

In addition to weaving, more than half of our readers are also spinners! We
were interested to learn that you also enjoy sewing and knitting, embroidery and
needlepoint, basketry and dyeing,

In the equipment department, two-thirds of our respondents own jack looms,
Half (and these include many of the same people as jack loom owners) own table
looms; one third own rigid heddle looms, and one half, inkle looms. Two thirds
of the respondents own four-harness looms and two thirds own ecight-harness
looms. Sound confusing? Well, to put it briefly, many people own many looms!
One sixth of the respondenis use a computer to aid their weaving,

Advertisers will be interested to know that two thitds of our readers read The
“eavers Journal the day it arrives and most readers read the entire issue including
all of the ads! And most readets save entire issues and refer ro them often.

While we thought we might receive a clear dictate from our readers about
their most and least favored parts of The Weavers Journal, we found instead that
out readers are indeed a very diverse lot in terms of preferences. Bur we like it thar
way!
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LETTERD

1 AM SO IMPRESSED both with the way you
presented my article and with the entire is-
sue! Simply great! | want to sit down tonight
and read it all—cover to cover—that is my
indication that a magazine is tops. It is truly
an henor to be included. My thanks for car-
ing and supporting.
Anita Luvera Mayer
Anacortes, Washington

I HAYE A SMALL SPINNING, weaving and
yarns shop, where | take and sell new and used
laoms. A customer brought me the *‘Master-
weaver loom'” which is advertised in the Fall
1984 issue of The Weaver's Journal on page
41. As he could not locate his instructions,
he wrote to the now defunct company re-
questing another copy. They could not sup-
ply him with one. Is there any way that you
could help me locate acopy? If anyone has one
and would photocopy the pages we would be
glad to reimburse you.
Sue Momberg
c/o Dabblers
Hoaod River, Oregon

I WANT YOU TO KNOW how very im-
pressed | am with The Weaver's fournal. Each
issue entices me to read more of it, sooner,
Youare captivating me with that magic blend
of entertainment and information in very
readable prose.

A couple yearsago l overheard aremark
that handweavers needed a real “journal.”
| took the remark to refer to the need for
a bit more scholarship in the field. | believe
you are doing the job with style and beauty.
I sincerely hope you are also managing to be
financially successful. | don't want to lose you!

Enclosed please {ind my 3 year renewal
payment,

Katie Meek
Kalamazoo, Michigan

OVER THE YEARS your magazine has been
a rich source of technical information and
scholarty articles which have been of inestima-
ble value in teaching.

Lately, the writings of Allen Fannin have
been a joy! It is rare to encounter someone
so clear-thinking and with such a lucid, sensi-
ble approach to the issues surrounding our
craft. And what additional pleasure to find his
thoughts expressed with such a command of
language! Anyone able to present his thoughts
in so scholarly a manner deserves great re-
spect, even when one might disagree on the
odd minor point.

Keep up the good work! As a weaver of
many years (mostly doubleweave and damask)
| enjoy your magazine's approach, and hope

you will continue the standard set by Clotilde
Barrett.

Peter Townley

Neutral Bay, New South Wales

Austrahia

MR. FANNIN'S ARTICLES have produced
a great deal of debate, much of which i be-
lieve misses the mark. The basic question of
why anyone weaves or spins by hand has been
overlocked.

The interest of handweaving has tradi-
tienally been 1o explore the methods and
techniques of the past, and mare recently a
form of artistic expression. In some cases, the
handweaver’s commitment has been to main-
tain and/or revitalize an ancient tradition.
There has alse been a smali number of produc-
tion studios filling the voids left by the mills.
Because, as Mr. Fannin points out, aloom is
in fact a machine, any new innovation in loom
technalogy has been greeted with skepticism
by the handweaving community. When im-
provements relegate the handweaver to lit-
tie more than a source of power, the abvi-
ous question becames, ““Why bother when
better power sources exist?'’

The industrial revolution began in the late
18th century and the handweaving industry
was the firstin thelong line of hand industries
to fall before the might of steam and later elec-
tricity. As a reaction to the dominance of
machine-made goods, the arts and crafts
movement was born, first in England with Wil-
liam Morris and eventually here in the United
States at the twrn of the century. Mary At-
water wasinstrumental in the movement and
te the benefit of the American handweaver,
Ta blame her for obscuring the definition of
hand vs. machine-made cloth is mive at best.
Her view of fly-shuttle cloth as not being hand-
woven is one that has been forwarded since
the 18th century. Mr. Fannin seems to have
overlocked the bloody riots in France and En-
gland in which weavers lost their lives {not to
mention their looms) aver the introduction
of fly-shuttle movements.

To faulc loom manufacturers for the pau-
city of weaving equipment is ill-founded.
seems far more accurate to look ac the mar-
ket place. Loom builders are not uneducated
nor remiss. Most all are concerned with mak-
ing a profitin a limited markec place. In order
ta accomplish this, it is necessary to sellaloom
that is as versatile as possible, and the simpler
the loom, the more versatile it is.

Instead of blaming their tocls, the Ameri-
can handweaver should ook to improve the
skill of their hands. After all, the greatest ex-
amples of handweaving have been produced

with the maost primitive of tools and condi-

tions. The greatest weavers have always re-

lied on the mast sophisticated toal of al—
the human hand.

Vincent Carleton

Elk, California

THE ARTICLE ON YADMAL is great! Keep
up the good work!

Margaret Creon

Hadiock, Washington

| AM ALWAYS PLEASED when youhave ar-

ticles on church weaving. The '"Vestment Var-
iations'’ by Netty Jansen was excellent.

Olive White

Springfield, Missouri

YOUR LATEST ISSUE is perhaps the most

cutstanding single issue of The Weaver's four-

nal that | have seen. The fournal tock a slight

dive after Clotilde left, but it's back on its
feet—and flying!

Terese Ridgeway

Chaplin, Connecricut

| WOULD LIKE TO SUBSCRIBE to The
Weaver's fournal once again. | like the direc-
tion the magazine is taking. | especially like the
Spring 1985 issue on '‘Scandinavian Tradi-
tions,”’
Charilotte Ziebarth
Boulder, Colorado
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Clotilde Barrett:

A Bographical Sketch

LOTILDE BARRETT was born in Bel-
gium in 1932 and lived in Brussels uncil
the age of 22. Afrer graduating from
the University of Brussels in 1954 as
Licencieé en Sciences Physiques,
equivalent to a Master’s degtee in mathematical
physics, Clotilde received a grant from the Swed-
ish Government to study meteorelogy and com-
puter science at the Univetsity of Stockholm from

A sampling of The
Wearer's fournal showing
just a few of the muny
weaves and techniques
covered in each issue.

TN :'._ﬂ‘.-r&I'n.'ﬂ.i,"

Cover of Vol. VIII, No.
4, Issue 28, Spring 1983
showing a1 wall hanging
by Ken Weaver; Mood
lamp cover of Vol. 1,

Vaol. VIII, No. 4, lssne
32, Spring 1984 apen to

by Micheline Thabet.

No. 1, Issue 9, July 1978;

article on “Tarascan Lace,”

October 1954 until June 1955, During this time
she married Ametican scientist Earl Barrett, im-
migrating to the United States in August 1955.
Her short career as a research assistant in
meteorology at the University of Chicago, was in-
terrupted to raise cwo children.

In 1959 she started to explore crafts and irs
career potentials, studying clay sculprure and
wheelwotk in a shop/studio situation in
Chicago. The academic year of 1960-61 was
spent in Baltimore whete Clotilde joined the Bal-
tuimore potters guild and scudied arc history at
McCoy college. Returning to the Chicago area in
1961, she maintained a small portery studio in
Evanston until 1967 for teaching and for produc-
tion. During those years she enriched her already
formidable art background with ceramics classes
at the Arr Institute of Chicago and a three week
study session at the Haystack Mountain School of
Crafts with potter Karen Kearns and rextile
designer Jack Lenor Larsen. She also received a
Master's degree in At from Northwestern
Univetsity in 1967.

“I was mtroduced 1o handweaving and
became especially mnterested in textile bistory,
in the marhematical and logical approach to
weave struciure, in the design and marketing
aspect of this craft.

“In 1967, I moved to Boulder, Colorado,
where | decided to pursue a career in textiles.
In the late '60’s and early 70° I explored
weaving technigues, loom and non-loom con-
structions and explored the potentials of ex-
pressimg creative ideas and concepts through
the medium of fiber. I took a three credit
course at the Untversity of Colorado tn Boul-
der, in order to learn metalsimithing so that |
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could freely combine fiber, ceramics and me-
tals. During these years, I entered many
shows, won many awards and started to lecture
and give workshops in fibers.

"By 1976 I had accumulated large num-
bers of study files which resulted from my re-
search in textiles. I decided to share my knowl-
edge with other weavers by starting the
publication of a quarterly magazine for band-
weavers. 1 named it The Weavet's Journal,
During the eight years of editing and publish-
ing The Weaver's Journal, 7 Aad 10 practice alf
the skills of management, from ganitor 1o ex-
ecutive director. 1 applied for and recerved two
grants from the National Endowment for the
Arts and started writing and publishing a se-
ries of technical weaving books. With the belp
of friends and colleagues I built The Weaver's
Journal from a 32-page typewritten issue to a
thriving full color publication with a printer’s
run of 10,000 gnd a wide international circu-
lation.

During these years and still today Clotilde
Barrett has traveled throughout the United
States and to many countries abroad to give
workshops and lectures,

The death of her husband Earl in August,
1983 caused Clotilde to reevaluate the directions
which her life had raken.

I decided to sell The Weaver's Journal
publication and thus acquire some free time
Jor weaving, writing and teaching. I am in-
terested in the future of handweaving and
would like 10 make more contributions to the
success of the development of this craft.”

Many talented people have helped The
Weaver's forrmal reach this tenth anniversary.
We contacted several members of the original
staff for their reminiscences.

“The Weaver's Journal was an exciting magazine
to help start and continue working on maost of
the nme. It was a thrll to see it grow. Clotlde
and all the other staff members were very lovely
and enjovable to work beside.”

Iris Richards

Boulder, Colosada
Airaciate Eaitar, Crresdation .-'|-|'.-:'mgﬁr

“If the sayiIng “fools rush in where an gels fear to
tread’ 15 true, | must have been just such a fool
ten years ago, though I didn't exacely “rush!’
But when Clorilde said ‘and yor will do the ad-
verusing, bulk mailing o dealers, and will
weave projects,’ whar could one do but ac-
quiesce and then thoroughly enjoy the fellow-
ship of the staff, which led to valued and long
lasting friendships; weave amicles one would
otherwise never have dared o try; and reap the
rewards/ frustrations of being a part of the be-
ginning of the success story which is The
Wearer's Journal. | grew in the process— thank
you Clotilde!™

Jeanne Richards

Esnes Park, Colorado

Publicity Manager

“Clotilde Barrett was the first person 1 wok
weaving classes from — Beginning Weaving —in
1970. After the class ended, some of the people
in the class began meeting on a regular basis
with Clotilde. One day she said: 'I always want-
ed to write a technical magazine for weavers. [
want you all to help me.” "

Maxine Wendler

Boulder, Colorado
Apsocmate Edfitar
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"I was typing onc day when Clotilde came into
the room with a letter in her hand, ‘Read this,’
she said. The letter was from a Wearer's fourmal
subscriber who praised the content of the maga-
zne but coticized its appearance harshly. “The
magazine is so ugly!” she wrote., “When a new
issue comes, it makes me sick to my stomach.”
“l remember feeling angry and defensive when |
read that lecter, so I was greatly surprised when
Cloulde said calmly, ‘She’s right, you know. I'm
going to phone her and ask her for advice.'
That phone call must have been a great surprise
to the subscriber. But she gave advice and also
recommended a good book on typography.
And she rold Clotilde, 'T thought you would be
very angry because of my lerter.’

“From that day, Clotilde insisted thar we all be-
come more conscious of the appearance of the
magazine. And she followed the advice the sub-
sciiber had given her, She sought advice from
others wo, and adopted the suggestions she
thought were valid. And gradually, Clorilde
made the magazine more artractive.

"Wotking with Clotilde on The Weavers Jonr
sl was 4 great adventure for me and one that 1
rreasure,

Mary L. Derr

Bemalder, Colorado
Asrociate Eartor

“l am forunate to be in the same guild {Hand-
weavers Guild of Boulder) as she is. Our guild
association goes back nearly 12 years, since 1974
for me. In 1977, while taking a rug weaving
course from Clotilde, an opening for first 2
weaving apprentice and then a Wearers Josrmal
staft layour arrist oceurred and my closer associa-
rion with Clotilde began.

“As The Wearer's Journal was begun, Clorilde
did each job in turn, in order o be able o as-
sign it to another with understanding. The
Boulder staff are all good friends, and suill pet
together two or three imes a year. We all miss

Earl, who was a most important member of the
staff.

“Clotilde has an insatiable cufiosity and tremen-
dous teaching ability. She wants 1o understand
everything!”

Ellen Champion

Mederland, Colorado

Sl Arirs.
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Cover of Yol. VII, No. 1,
Issue 25, Summer 1982
showing pacquard woven

wool wilton carpet design-
ed by Jack Lenor Larsen.
Vol. VIH, No. 4, Issne

32, Spring 1984 open to
article on shaft switching

by Andrea Green.
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Bibliography

The following bibliography is a compilarion of
articles and books by Clotilde Barrett, taken from
The Weaver's Journal, Colorado Fiber Center
publications and Weaver's Journal Publications,
Articles which were translated by Clotilde Bartett
or co-authored are also indicated. Article nota-
tions indicate Volume, Number, Issue number,
season ot month, year and page number, A list-
ing of projecis contributed to articles by Clorilde

Barrett is also provided, with their location in
The Weaver's Journal.
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Translations
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Projects

Traditional inlay. 1/1 1{July 76): 5.

Room divider. 1/1 1{July 76): 9.

Saddle blanket. I/1 1(July 76): 24.
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Coiled seat. 111/1 9(July 78): 23,

Dress with pine tree design, 1[/3 7(Jan 78): 4.

Dress, white alpaca huck lace. 1173 7{Jan 78): 5.

Drress with Mexican embroidery. 11/3 7(Jan 78):
17.

Poncho. 11/3 7(Jan 78): 32.

Man's “at home” jacket. II/3 7(Jan 78): 32.

Man's shirt incorporating painted warp. I11/3
11(Jan 79): 5.

Dress. 11173 11(Jan 79): 7.

“Corrugation,” walf hanging. III/3 11(Jan 79);
18.

Wall hanging. I11/3 11{Jan 79): 19.

Silk yardage. III/3 11(Jan 79): 36.

Cape. 1V/3 15(Jan 80): 11.

Tunic. IV/3 15(Jan 80): 9.

“Color Composition,” wall hanging. IV/4
16{Apmil 80): 7.

Rug, three-color boundweave. IV/4 16{April
80): 29.

Rug, boundweave. IV/4 16(April 80): 30.

Rug, surnmer and winter. IV/4 16{April 80): 35,

Rug, double summer and winzer. [V/4 16(April
80): 36.

8 harness double weave. [V/4 16{April 80): 38.

Rug, four harness corkscrew weave, V/1
17{Su80): 16.

Foot cozy. V/2 18(F80): 12.

Woolen throw. V/2 18(F80Y); 14,

White cocoon wrap. V/3 19(W81): 18.

Red and teal blue cocoon wraps. V/3 19(W81);
20.

Brushed cocoon wraps. V/3 19(W81): 22.

Bag, boundweave. V/3 19(W81): 44,

Bag, four harness cordweave. V/3 19(W81): 44.

Inlaid tapestry. V/4 20(S81): 17.

“Winter,” tapestry. VI/2 22(F81): 41.

Table tapestry. VII/4 28(583): 74.

Pillows. VII/4 28(583): 74,

Placemats, ramie. VIIL/2 30(F83): 80,

Blouse, rarnie. VIII/2 30(F83): 81.

Man's shirt. VIII!Z__E‘O(FSB): 82.
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The frst issue of The
Weaver'’s fournal, Vol. 1,
No. 1, Issue 1, July 1976,

Vol. VIII, No. 1, Issue
29, Summer 1983 on che
importaace of historical
and ethnic textiles,

Coverlet on cover of Vol.
I, No. 4, Issue 12, Aprl
1979; Pine needle basket
by June Clark on cover of
Yol. ¥V, No. 1, Issue 17,
Summer 1980, Vol. VII,
No. 4, Issue 28, Spring
1983 is open 1o an article
on “Rep Weaves” by
Clotilde Batreer.
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:
A Complete Selection
E of Incomparable Yarns and Fibres
5
] Send for samples ‘
tﬁ 5\’4'
Eﬁ Linen/Cotton Identification ($1.60) 3
=  Linen/Cotton Color ($1.60) - Macramé ($0.60) i
3 LINWOQOL™($0.50) - Worsted ($1.50) &
k‘g Wool ($1.50) - Flax Fibre ($0.40) 2
£ Irish/Scottish Embroidery Linen ($1.10) é:,l
® Swedish Embroidery Linen ($0.75) bl
L: Linen Embroidery Fabrics ($1.00) bS:
e Looms {$0.50) x
|L‘ FREDERICK J. FAWCETT, INC. 'i;.
1304 Scott Street, Dept. W S
Petaluma, CA 94952 E:-f
é call toll free 1-800-432-9238 of
E: {in California 1-800-232-9238) |
tﬁ; Mastercard & Visa accepted -
Emm_mn T TN T Y T Y

— -

Two Blade Drawing-in Hook
CUTS THREADING TIME IN HALF

Y °A
o % <|,_,

Automatic Denter
Acrylic Warping Paddle
Other Fine Tools

Send for Free Brochure

@ D

A WESTSIDE WEAVER
P.O. BOX 32795
DETROIT MI 48131
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ANNOUNCING
TEACHERS OF THE YEAR
1986 AWARDS 1986

TO BE NOMINATED BY YOU
TO BE JUDGED BY

Else Regensteiner
Persis Grayson
Deborah Chandler
for more information, write to:
TEACHING for LEARNING
Box 7295
Boulder, Colorado 80306

KRERRKRRARNKA KA AR ARRAARRRRRRARRT AR KAARARAKNX

RN AR RNV EN N EEE AR R EERRNRE
¥ hehkkkAAARARRK AR KA ARK X hAA ARk

10 O THE WEAVER'S JOURNAL

AYoTTES'
ggszGNERY

CENTER SANDWICH,N.H.

HANDWEAVING

dTUDIC ¢ BHOP

ANNOUNCING tAe ,

A,

HANDWEAVING WITH ROBERTanoROBERTA

A Handweaving Home Study Course that
advances you step by step, one series
of lessons at a time, to your desired
level of interest is now available.
Each lesson 1is mailed to you with
clearly written instructions including
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 size {4 1/8 x 9 1/2) envelope
to Ayottes' Designery, Dept. J-Kit,
Center Sandwich, N.H. 03227.

M

f you weave...

oy p—
A byl Explore
. weaving's

" i rich trad
- i% tions—dis-
=S e o cover The
F I;.-|. |-h -.’ -Ful *f-. X r_=|'riE ll':':'llD':I
WP 5 fl @ companion
ﬁﬁ R Pl presents
i :!-i;_-_'-,'l.- , 'nf_-::rrr'arn:-n
F e available no-
where else: articles, chosen 1o de-
f velop a theme; related patterns &

structures, examined in depth.
You create as you learn, following our step-by
step guidance,

{5 easy to see the care taken in the clear,
thoughtful writing; the detailed graphics; and
the fresh, visually stimulating approach
PW/C—an essential toal for weavers.

Join the excitement of fibercrafts’ classic
magazine! Plesse tell s if you'd ke your Prairie Wool
Lompanion subscripiion o begin with he current issue, and
send $15.00 for T year, 4 issues; or 525,00 far 2 vears, 8 ssues
(31750 & $33.00 LS. funds for forekon and Canada) so
I Pradrie Woal Companion
126 5. Phillips Ave
Sioux Falls, 50 557102




Multi-Harness Huck

Learn about the structure of this family of

weaves and design Your own vanations

by Clotilde Bartett

UCK IS A WEAVE that can combine
plain weave, warp foats and weft
floats. It can be woven on four hat-
nesses or more. A unit in huck weave
has the same number of warp ends as
weft picks, usually six or ten, but sometimes 14
or another even number {figure 1). Figure 1c
shows an example in which the half-units are not
equal in size.

Four-harness huck produces textures known
as plain weave, weft spots, warp spots and huck
lace, which are described in most weavin g books.
It is assumned thar the weaver has some knowi-
edge of these basic four-harness structures before
beginning to design multi-harness huck.

This study will deal with huck woven onany
number of harnesses over four and will assume
that the huck unit has six warp ends and six weft
picks. Units of other sizes will be discussed briefly
in the last secrion.

Figure 2 shows a drafting system for four-
harness, 6-end unit huck which is different from
the systern usvally found in four harness huck
studies. This system is chasen here because it can
be logically extended to more than four har-
nesses.

Threading

Note that the warp ends which will always weave
plain-weave fabric are threaded alternately on
harnesses 1 and 2. Also note that the first half-
unit combines base harness 2 with pattern har-
ness 3 which is an odd numbered pattern har-
ness; the second half-unit combines base harness
1 with pattern hamess 4 which is an even-
numbered pattern harness,

The following rules apply when a huck
threading is extended to more than four har-
nesses {figure 3).

1. The warp ends that weave plain weave are
threaded alternately on harnesses 1 and 2.

2. The base threading (harnesses 1 and 2) of the
pattern area is always the same.

3. In the pattern area, base 2 combines with an

Geend threading unit I{-end chreading unir

@-gnd threading umt

4-end threading unit

Figure 1.

Ve

d. The Unit Waavas: Warp Spocs

Figure 2.
Drafting system for four-
harness, 6-end unic hock.

DESIGN KEY: [ 4l a1 wover v paa woaee
(1]t amt hias & s flse
[F] Malf ar 1 has 3wt g
craw cown. [l v
[ sukans
B
7
6 & _ 6
5 5 ] . .
4 . .
3
2 2 ro1 P 12 P B
I t [} | | | I | | | | ]
Pattarn area Plain weave
Figure 3.
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odd numbered pattern harness; base 1 com-
bines with an even numbered pattern har-

ness,
4, The pattetn harnesses always alternate odd,
CVEnN.
4 4 4
3 3 R S 3
1 F 1 1 1 r 101 2 1 1 H 2

Pattern area Parcarn area

Figure 5.

Figure 4.

Practice drafting huck threadings and make
sure that ali the above rules ate observed. Figure
4 shows that huck can be threaded on an odd
number of harnesses.

Treadling

Note that the treadling sequence is always as
follows:

First half of treadling unit

1. tabby pick lifting base harness 1, plus all odd-
numbered pattern harnesses.

2. pattern pick lifting base harness 2 and some
pattern harnesses.

3. tabby pick, same as #1.

Second half of treadling unit

1. tabby pick lifting base harness 2, plus all the
even-numbered patiern harnesses.

2. pattern pick lifting base 1 and same pattern
harnesses.

3. tabby pick, same as #1.

Note that in figure 2a, where the unit
weaves plain weave, picks #2 are not pattern picks
but the alternate tabby pick.

The following tules apply when treadling
multi-harness huck.

First treadling unit: Weave tabby base 1, pattern
pick base 2, tabby base 1.

Second treadling unit: W eave tabby base 2, pat-
tern pick base 1, tabby base 2.

F B
B
B
L]t
=&

80
CB

Design Key
Plain weave
Plain weave
Huck lace
Huck lace
Welt spot
Weft spot
Warp spot
Warp spot

Tie-up of Patrern Harness

Tie 1o base harness 2 and even pattetn hafness
Tie to base harness 1 and odd panern harness
Tie to hase harness 2 and odd patern harness
Tie to base hatness 1 and even pattern harness
Tie to base harness 2 and no pattern harness
Tie to base harness 1 and no pattern hatness
Tic to base harness 2 and both pattern hatnesses
Tie o base harness 1 and both pattern harnesses

Drawdown
and Design Key

The drawdowns of figure 2 are the intetlacements
of warp and weft. The crossing of both elements
is shown as a black square where the warp rises on
top of the weft.

In the design keys, each square represents
one half of a huck unit— 3 watp ends and 3 weft
picks. The symbols in the squares show the fabric
structure of the half-unit: shaded O for plain
weave, a vertical line O if the pactern pick
produces a warp float, a horizontal line [ if the
pattern pick produces a weft float.

Tie-up
The way the pattern harnesses ate tied to the pat-
tern treadles will derermine whether the unit {or
half-unir) weaves plain weave, lace, watp spots or
weft spots (figure 2).
a. Plain weave unit
The partern treadle tied to base harness 2 is
also tied to harness 4 (even pattern harness).
b. Lace unit
The pattern treadle tied to base harness 2 is
also tied to hatness 3 (odd pattern harness).
¢. Weft spot unit
The pattern treadles are tied to their base har-
ness only.
d. Watp spot unit
The pattern treadles are tied to their base har-
ness and to harnesses 3 and 4 (both pactern
harnesses).

Rules that apply when tying up the pattern
treadles for multi-harness huck are shown in
figure 5.

In figure 6 note that treadle 3 is tied 1o base
harness 2. The design key below pattern har-
nesses 3 and 4 shows suck /ace: this ueadle 3 is
tied to the odd paitern hatness which is harness
3. The design key below partern harnesses 5 and
6 shows plarn weave: this treadle 3 is tied to the
even pattern harness which is harness 6. The de-
sign key below pattern harnesses 7 and 8 shows
buck lace: this creadle is tied to the odd pattern
harniess which is pattern harness 7.

Also note that treadle 4 is tied to base har-
ness 1. The design key below pattern harnesses 5
and 4 shows buck lace. This treadle 4 is tied to the
even pattern harness which is pattern harness 4.
The destgn key below partern harnesses 5 and 6
shows wef? spos. This treadle 4 is tied to neither
pattern haress 5 nor 6. The design key below
pattern harnesses 7 and 8 shows warp spoz. This
treadle 4 1s tied to both pattern harnesses 7 and 8,
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Facrern Flan
Pawern Harnesses Treading Weave
112314 5678% 345678 3876543 Buse Base
s s Q0 & : R TR .
7 7 (&) : 4 1 H
. 1 6 ] O Yo, 1 1
5 §: O 18] ] 1 2
4 A : e 2 !
) 1 3 3 : 1 1
I Tz P 1. 2 101 PRI T3 z !
o 1 1 o o o il QOO LEE] ! 1
Plain ¥veave Fattern Treadies . i 2 !
Treadles 4 ! 2
a S e b B 3 2 I
b}
&8 C
Figure 6.
. . ! 6 145 5 ’5 a. Eight-harness threading
;o T S repeat using 16/2 ramie
; L 3 : e o sett at 18 e.p.i.
' ' = Q ie-
A . oo 0 _ b. Tie-up.
3 . 3 o B T <. Design key of 1 pattern
72 o 12 | T2 L T 12 101 2 . showing phain weave dia-
1 i 1 1 1 1 [ 1 O L
. . ! mon n al .
- Plain Waave Parttern Treadles ds on a face ground
Treadtes
—
L]
& a
Parrern Flam Wenve
Pattern Harnesses Treadles Treadles
45 6 78 9487654 Base Base
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|—1l E‘|l| :d" |2 2 Figurz 7.
= ; Iy o 2 5 Another design on
= = =]+ 1 ? threading for figure 6.
C
Center
3 B8
ro7 7oz .
LIS . 6 6
5 . 5 8
4 4 . 4 4
32 o 303
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Figure 8.

a. Eight-harness threading
repeat using fine alpaca
sete ac 30 e.p.i. Note the
10-end units.

b. Tie-up.
¢. Design key of one re-
peat showing weft spot
diamonds and zigzags on
a lace ground
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Figure 9.

a. Fourceen-hatness
threading repeat using
20/2 perle cotton sett at
30 e.p.i.

b. Tie-up.
<. Design key of one pat-
tern which is a lace star
woven on a plain weave
background.
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Continue tying treadles 5, 6, 7, 8 and 9 to
the pattern harnesses according to the design key
and rhe tules of tie-up.

How to Design
Mulu-Harness Huck

Figure 10 shows graph paper thar has been pre-
pared for designing muldi-harness huck with the
aid of the design key. Each square represents the
interlacement of 3 warp ends with 3 weft picks of
the patterned area. Each square has oxne pattern
harneis and owne pattern treadle. It 15 assumed
that the top right squate has an odd patrern bar-
#ess and a pattern treadle which is tied o base
harness 2.

Above the graph, write the pattetn hamness
corresponding to the threading sequence. Write
one pattern repeat ot one complete pattern. Starc
at the right with an odd number and preserve the
odd-even sequence throughout. Draw 2 vertical
line after each odd-even pair.

To the right of the graph, wiite the treadle
numbets. Start at the top with a treadle thar is

Figure 10.

CICATE PATTERM HA HERE
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tied to base harness 2. Alternate base harness 2
and base harness 1 {figure 11).

Pattern Treadle
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Figure 11.

Note that the graph is the design key for a
fabric woven with allover huck lace patrerning.

To design plain weave areas, use a pencil
and shade any square where plain weave is
desited {fzgure 12). Note that under the same
partern harness the same texture has to be drawn.,
Figure 12 shows a design key for a fabtic combin-
ing plain weave and huck lace.

£

6 5 4 3 Bas
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|
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T
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I{=]!
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V=1l
—T11=

7
1
]
1

A R
[

T [—]
=

Figure 12.

To design weft spor areas, use a pencil and
shade all the squares with vertical floats, thus
replacing the vertical float texture with plaia
weave. Figure 13 shows a design key for a fabric
combining weft spots and huck lace.

To design warp spot areas, use a pencil and
shade all the squares with horizontal floats, thus
replacing the horizontal float rexture with plain
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Tie each pair of pattern harnesses according
to the figure 17,

In figure 18, treadle 3, base 2 is tied to the
even (4) partern harness of the 3-4 pair, 10 no pat-
tern harness of the 5-6 pair, to the odd (7) pattern
harness of the 7-8 pair and to the odd (9) pattern

2 14 5 £ 78 %

Figuee 13. harness of the 9-10 pair.
s ersrmesies s Treadle 4, base 1 is tied to the odd (3) pat-
] =N BN =0 BN S0 0 BnlE tern harness of the 3-4 pair, to the odd (5) pattern
Ao e harness of the 5-6 pair, to the even (8) patrern
SRR B D T harness of the 7-8 pair and to no pattern harness
| | | | | 3 ] 17 -
IEOENE0E AR Eas N of the 9-10 pair.
Figure 14.
weave. Figure 14 shows a design key for a fabric Key Base 2 Base |
s EIEY  tic even parern harneses
combining warp spots and huck lace. , e odd pariem harneses
Fig'-“e 15 shows a dCSign kCY fOI’ a fabric B ue udd paern harnesses
combining the textures of pla.m weave, huck (LI e even putlern harnesses
]ace’ warp SPOES and Wfft SPOtS' SIE' U 0o patleen haenesses
&l tie both paitern hatnesses
ni
e sle 7le slio ¢le 7ls s]a 3 e
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Figure 15.

How to Weave
the Fabric of the
Design Key

Remember, the treadling is as follows:

Pick #1: Tabby, lifting base harness 1 and all
odd pactern harnesses (treadle 1).

Pick #2: Pattern pick, lifting base harness 2 and
some pattern harnesses,

Pick #3: Tabby, same as #1 (treadle 1).

Pick #4: Tabby, lifting base harness 2 and all the
even pattern harnesses (treadle 2),

Pick #5: Pattern pick, lifting base harness 1 and
some pattern harnesses.

Pick #6: Tabby, same as #4 (treadle 2).

The tie-up base is shown in figure 16. The
top right-hand section must show which partern
harnesses have to be lified, and must be filled in
by studying the design key.

For each pattem treadle, study the cor-
tesponding row of the design key and note the
base harness. Look at each pair of squares of the
row, The right-hand side square of the pair is un-
der a odd numbered pattern harness, the left-
hand side square isunder an even numbered par-
tern harness.

Figure 17,

Extending Units
Into Blocks

Any half-unit of huck may be extended ro form
a block. To extend a half-unit, repear ir, bur put
a warp end threaded for plain weave (harnesses
1 or 2) between each repear. Figure 19 shows the
extension of the 2/3/2 half-unit and of the
1/4/1 half-unit. Lace blocks based on huck are
sometimes called Swedish lace. The exrended
treadling works in a similar way. Any treadling
half unit (3 picks) may be repeated bur berween
each repeat one must throw the alternare tabby
pick.

Larger Units

The half-units may have morte than 3 threads as
shown in figure 20. The tie-up remains the same,
the design key remains the same but [J stands for
2 vertical floats and O stands for 2 horizontal
floats for a 5-end half-unic and stands for 3 floats
for a 7-end half-unit.

The treadling half-unit fora 5-end half-unit
is as follows: a tabby pick, a pattern pick, a tabby
pick, a pattetn pick and a tabby pick. For an ex-
ample, see fAgure §.

Huck 15 often woven with untextured linen
but can, however, be woven with any type of
fiber, A textured yarn will, however, detract from
the weave structuse. The sett is the same as for a
medium to loose plain weave, and there are as
many picks per inch as ends per inch.

Figure 16.

I234Sé?89|0||r2_13

Figure ;19,
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\\\ W v GEORGIA ILLINOIS
\ . Athens: Chicago:
\{‘ ".’\\\\‘\\‘\\\\‘ Homeplace Weaving Workshop
OASERSD 4045490829 112-929-5776
Marietta: Edwardsville:
Leafwood Studiv Cheshire Studio & Looms
404-952-0694 618-288-7104
ALABAMA Torrance: . .
Weave 'n Knit Depot Rossville: Libertyville: )
Huntsville: 213-618-9171 Patti’s Strawberry Patch ;f’; fg’;’;“:";zs'”""o
Rumplestiskeins 404-861-1400 I
205-536-9561 COLORADO Stone Mountain: gzoria;& oo
. , - eifts uttles
ALASKA Baulder: Fiber Design Studio iy
The Weaving & Knitting 404-292-5388 309-579-3141
Anchorage: Shop Tallula:
Hillside Woolerts 303-443-1133 HAWAII White Liama Weaving
907-344-4705 Colorado Springs: Supply
. The Unigue Kaneche: 217-632-3732
Anchorage: 7 In Stitches Two
Studio Norih - The Weavers 303-473-9406 B08.235.1775
Place Denver: INDIANA
907-344-2994 Skyloam Fibres Wailuku Maui: Bloomington:
Chug'mk:_ ) 303-177-230 Cashy Franques Riley, Yarns Unlimited
Valley View Fibers Handweaver §12-334-2464
S07-688-4125 CONNECTICUT 808-244-0511
Wasilla: Branford: f;own F,,OEtI
Loom Music Yarns Threads IDAHO II;a(:;; Jl 402}
907-376-9464 203-481-2978 et
: . 1daho Falls: Mew Harmony:
F :
ARIZDONA l:;gil;\fg-t;:mgs Fibergraphics Harmamie Weavers, Inc.
208-523-1]89 812-682-1578
Tempe: 203-674-8185
Fibres & Dyes Lid. Newtan:
602-968-8861 The Sheep Meadow
Tueson: 2034264155
Spin n Weave
602-123-9787 DELAWARE
Newark:
CALIFORNIA Morning Star
3024530774
Claremont:
Three Bags Full FLORIDA
T14-524-7764
Dielray Beach:
Costa Mesa: .
i Bread
Denwar Craft Studio P;n;:“:;:& cads A "
714-548-1342 105-272.1000 ¥ 1 |
Eurcka:
Melbourne:
The WO‘;’”;‘Z‘”‘ Weaver's Emporium
70744292 305-259-2215 §
Santa Barbara: Orange Park: '; ] r
In Stitches Linda Snow - Fibers
£05-962-9343 904-264-4235 !
Studio City: Winter Haven:
Weaving by Flisabeth Courntr . _j
'y Feeling -
813-785-2241 §13-299-YARN . e {
HARRISVILLE DESIGNS Harrisville, N.H. 03450 603-827-3334

%
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Our dealers will tell
you, a common thread
y  runs through our
) products:

’l
-y o

e

New Albany:
The Weaver’s Corner
8129480350

10WaA

T el TP

o ot i S

Des Moines:
Macra- Weave Plus
515-255-2717

lowa City:
The Weaving Studio
319-338-1789

Primghar:
Natural Fiber Nook
712-757-3875

o,

KANSAS

Minneola:
The Wool Winders
316-B85-4601

Topeka:
Hickory Wind Weavery
913-357-1861

Westwood:
e.g. fibres, ltd.
913-432-5172

KENTUCKY

Louisville:
Designs in Textiles
502-585-4629

o
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NEW HAMPSHIRE

Auburn:
Eweniguely Ewe
603-483-2817

Chester:
The Yarmwinder
'E' 603-887-3537

Concaord:
Canterbury Yarns
603-224-8407

Hampstead:
Tuelip Tree Farm
603-329-5080

1
|
[ NEW JERSEY

Cape May:
- Golden Fleece
h_ a &19-884-17(8

e Neshanic Station:
The Spinnery, Inc.

Henrietta:

Helen Brown - The Fiber
Shop

716-334-4281

lthaca:
The Tabby Shop
607-273-3308

Johnson City:
The Basement Siudio
§07-798-1277

Long [sland:
Couniry Connection
516-8B87-3755

Manlius:
NBR Weavers
35-682-6601

North Rose:
Facus on Fiber & Design
3115-483-4114

Port Jefferson:

201-369-3260 Linda Bence - Handweaver
516-311-5357
R NEW MEXICO Randoloh
. andolph:
Q uallty: mortlse and Albuquergque: Kathieen Bradshaw Hand-
Fiflage Wools: wovens
tenon e ed b Oints f 505-883-2919 716-158-5807
p gg J Or Santa Fe: Stone Ridge:
:11 The Weavery Greenfield Farrtstead
Sta 1 lty .+ 8 505-988-5330 914-687-7902
Columbia: Woodstock:
The Weavers' Siore NEW YORK Lucia Gannets - Fiber Arts
LOUISIANA Aclington: 314-442-5413 Akron: 914-679-6600
Batik & Weaving Supplier . Daft Domes Handeraft.
Lafayette: 17606 4051 TP Warrenton: ?It{542-4235 s NORTH CAROLINA
Les Pevits Tisserands The Spinning Wheel
118-981-3888 Salem: 314-436-3855 Baldwinsville: Asheville:
Linsey Woolsey Cold Springs Crafts The Weaver’s Web
MAINE &17-141-0175 MONTANA 315-635-3478 704-152-1221
Berwick: Billings: Genoa: Chapel Hill:
Foxy Family Crafts MICHICAN Arr th Studio The Woolery Bluenose Wools
207-698-5876 Frankenmuth: 406-25%-7217 315-497.1542 F19-967-8500
Rapunzels
Bremen:
Friendship Farm Hand- 317-652-8281
weaving Kalamazoo:
207-529-5771 The Yarn Merchamt
Portland: 616-382-171%
Sifver Yorn Co. Muskegon:
207-879-0771 The Weaver Bird
616-728-6424
Saco:
JEP Designs Northville:
H7T-12-913 Traditional Handcrafts
313-349-7509
Yarmouth:
Martha Hall Traverse City:
H07-846-9334 Mariposa Handweavers
616-946-4201
MARYLAND
. MINNESOTA
Baltimore:
The Weaver's Place, Inc. Mound:
301-448-2428 Spring Creck Farm
Kent Island: 6124724524
Chesapeake Weavers
01.643.3477 MISSISSIPP]
Potomac: Long Beach:
The Weaving Wagon Sleeping Lamb Handsp
I01-299-8972 601-868-2643
. -
MASSACHUSETTS MISSOURI F t . th ht t ].
unction: the right too
Amberst: Arrow Rock: .
Webs keelor Handwovens f th b
413-253-2580 816-8§37-3128 Or e JO « 8 n



NORTH CAROLINA, con.

Dillsbore:
Riverwood Handweaving
F04-586-94 18

Greensbora:
Griffins
919-454-3362
State Road:

Log Cabin Fibers
919-366-4153

0OHI0

Carroll:
A Touch of Americana
614-756-4458

Chauncey:
Black Sheep Studio
614-T97-4988

Kent:

Wild & Woaly - Sandy Lee

Meatrose:

Jdeanme Kirkpatrick
Antiques

717-27R-1722

Oley:
Ewesful Spinnings
215-987-3236

Fitisburgh:
The Yarn Connection
412-681-3530

Pittsburgh;
The New Spinning Wheel
412-364-1021

Seanor:
The Sow's Ear
8144674196

Wayne:
The Arvisan's Accomplice
215-688-6658

216-678-1224 West Newton:
Needle & Shuirle
Lima: 412-872-6458
Laura’s Lambables
419-999-5874 SOUTH CAROLINA
Waverly: Greenville:
Southern Ohio Crafts The Weaver's Knot, Inc.
614-947-5465 B03-235-7747
OKLAHOMA TENNESSEE
Norman: Knoxville:
Skeins, Erc. The Mulberry Bush
405-164-8124 615-966-5500
Yukon:
Hares-N-Wares TEXAS
405-324-6619 Austin:
Hill Country Weavers
OREGON 512-474-6771
Ashland: Dallas:
The Web-sters Spindletap
503-482-9801 214-691-2489
Bandon: Hauston:
Westerly Webs (.‘raf.' Industries
503-347-3682 F13-789-8120
Bend: Humble:
The Woodside Weaver Golden Threads Knitring
503-389-6473 & Weaving
113-446-8766
Partland:
The Knatting Chamber Lubbock:
501-232-1043 Beck's Warp n Weave
RO6-799-0151
Portland:
Northwest Wools YERMONT

503-245-8780

St. Johnsbury:

Salem: Northern Vermoni School
Millsiream Yarns of Fiber Ares
503-364-4019 B02-748-4821
PENNSYLYANIA YIRGINIA

Delmant: Christiansburg:

Knots & Treadles The Golden Ram
412-468-4265 H3-382-6270

Lancaster: Newport News:

Doy Lewis - Dapple Crafts

117-872-2156

The J & L Studio
804-877-8859

Complete Sample: $4.00

HARRISVILLE DESIGNS
Harrisville, New Hampshire

dn

Value: Youcan puttogether our complete
weaving studio (40”loom, bench, warping
board, tool tray, bobbin winder, shuttles
and bobbins, and reed hook) at a total
cost less than other 40” looms.

Virginia Beach:
Handweaver
BO4-497-1461

WASHINGTON

Coupeville:
Coupeville Spinning
& Weaving Shap

2066784447

Grandview;
The Lazy Squaw
509-882-2302

[ssaquah:
Cottage Weaving
20:6-392-3492

Olympia:

Looms & Lessons
af Clympia

206-352-9301

Seattle:
Tincroria
KH-632-5K 18

Seattle:

Weaving Works, Inc.

206-524-1221

1Y
}N

WISCONSIN

Bailcys Harbor:
Ek Trader
414-839-2154

Madiscn:
Weaving Workshop
60X-255-1066

Milwaukee:
The Wool Works
414-278-BH3K

Richland Center:
Homespun Heritage
H0B-647-4125

Star Lake:

Cakin Frver Weaving
Stiedio

715-542-3871

Stevens Point:

The Wool Shop
715-341-1751

CANADA

Halifax, Nova Scotia:

Fleece Artisy -
Craftsman’s Ax

024234144
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Shaker Towels

A guild devotes a year of study
t0 a nineteenth century textile

HE YOUNGSTOWN Area Weaver's

Guild, a group of 45 fiber artists in Chio,

celebrated its 30ch anniversary in 1984,

As part of the celebration the members

devoted a year of study to the Society of
Shakers, beginning with their formation in En-
gland tn 1747. The Guild focused specifically on
Shaker textiles and weaves in a project which was
made possible through the support of the Chio
Arts Council. _

The Guild’s monthly programs included a
tour of the Shaker Historical Society in Shaker
Heights, Ohio, a look at the history and use of
raw fibers, a study of Shaker furnicure, making a
Shaker basket, Bronson lace Christmas angels,
and dyeing yatn using recipes taken from Earfy
Amertcan Weavers and Dyers. Guild members
participated in a three-day workshap en Shaker
linen textiles given by Mary Elva Erf. Ms. Erf’s
work has centeted on the interpretation and
documentation of heirloom Shaker linens.

Under Ms. Erf's guidance, guild members
each wove differently patterned linen towels
which were later displayed locally ar the Warren
and Youngstown public libraries. The exhibit
then traveled to Connecticur where it was dis-
played for various guilds and at the Burr Home-
stead in Westport, Connecticut. The towels are
now on permanent display at the Shakertown
Museum in Pleasant Hill, Kentucky.

The Shakers were originalty 2 small group of
Quakers in Manchester, England who believed
thar the second coming of Christ was near at
hand. A young woman named Ann Lee was theit
leadet. She had been forced into a matriage
which resuleed in four children, all of whom died
as infants. These tragedies in her life convinced
her that a life of celibacy must be a foundation
stone on which to develop her religion.

by Sandy Eastlake

Practices such as silent meditation, trem-
bling, and ultimately agitations of the entire
bady, lead to the label “Shaking Quakers” and
evencually simply Shakers. The Shakers believed
that the second coming of Christ had actually oc-
cutred in the body of Ann Lee, whom they re-
ferred 1o as “Mother Ann.”

In 1774, Ann Lee and eight of her disciples
set sail for America to escape the religious perse-
cution. Two years after their artival in New York,
they had established a colony near Albany. In
1787 the first organized Shaker Community was
established. American born followers took the
leadership. Nine New England communirties
started during the next seven years, and by 1828
a total of eighteen settlements were founded
from Maine 10 Ohio to Kentucky. The height of
the Shaker movement came around 1850, with
6,000 faithful followers.

As the Shakers grew in number, their reli-
gious faith evolved into a life style that permeat-
ed their daily lives. Their rules were recorded and
known as the “"Millennial Laws.” Not only the or-
der of wotship was detailed, but also duties of the
membets, use of property and quality of work.
Four matn principles were obsetrved at all times:
a life of celibacy, common cwnership of propet-
ty, confession of sins, and separation from the
world.

Shaker Linens

“Labor to make the way of God your own, let it
be your inheritance, your treasure, your occuba-
tion, your datly calling.” (Mother Ann)

1o order 1o isolate themselves from “the world” it
was necessaty for the Shakers o become a self-
sufficient community, Neacly all the goods they
consumed or used wete produced 1o their own
fields and shops. Since these tasks were pet-

.
Members of the Youngs-

town Area Weavers Guild
at work on Shaker
baskets, Photo &y M.
Elizabeth Andrare.
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formed in order to achieve a “perfect society filled
with heavenly love,” care was taken 1o produce
irerns of exceptional quality.

Among other activities in the community,
the women maintained spinning and weaving
shops where most of the fabric used for clothing
and household goods was produced. Shaker Hi-
nens are noted for their exceptional structural
qualities and simplicity of design.

In her book Shaker Textile Arts, Beverly
Gordon explains the different weaves used, the
distinctions between linens made for use in the
outside world and those made for use by the
Shakers themselves, and the significance of the
embroidered markings:

“Household towels, like blankets, were

both purchased and handwoven. Purchased
towels were made of cotton, while handwoven
towels were usually linen —sometimes natural
unbleached linen, bur most often bleached,
white linen, Towels were usually done in the
same plain weave and twills used for blankets, of-
ten in the same blue-on-white check, though
sometimes more elaborate weaves, like variarions
of huckaback, M's and O’s, or diaper, were used.
None of these patterns was peculiar to the Shak-
ets; fine pattern weaves were popular everywhere
for towels because their textured surface in-
creased absorbency.

“In the lare nineteenth and early rwentieth
centuries, towels were important as sale
products. Design on the sale towels, contrary to

Six Shaker towel replicas
made by members of the
Youngstown Area Weavers
Guild. Top row: 6 Harness
Dimity, 4 Harness Bron-
son, Plain Weave. Bottam
ror: 4 Harness Huck,
M’s & O's, 5 Harness
Bronson.

blue and white pluin weave
Weave structure: 1abby
Warp: 40/2 blue and
white linen,

Weft: 20/1 blue and

white linen,

Sert: 42 e.p.i.

Comments: % rolled
hems. Original towel fram
Hancock Shaker Village.

FHOTO BY JILA NIKPAY

SPRING 1986 O 21




LECIX |

L. Beverty Gordon, Shaker Tex-
trfe Arir. Hanover, New Hamp-
shire and Lendon, England:
University Press of New England
with the Cooperation of the
Merrimack Valley Textile Muse-
um and Shaker Community,
Inc., 1980. pp. 93 & 95.

the design on those the Shakers used themselves,
was not solely structural; decoration was added
freely. Ready-made towels were purchased in the
wortld, and embtoidety was added in corners, or
crocheted edgings wete attached on two sides.
“Shaker linens and textiles, like other tex-

tiles used in eighteenth- or nineteenth-century
households, wete almost always marked, usually
with embroidered initials. In the outside world
marking was important, because linens wete
used on a rotating basis so that they would wear
evenly, and number markings were helpful in
determining which picces were used when. The
owner's initials were also marked on the pieces,
probably mote for proptictary reasons than for
avoiding confusion. In Shaker textiles, there
were always initials, which stood either for an in-
dividual’s name or for a particutar family. Num-
bers an textiles usually teferred to tooms in the
dwelling houses—each room had a number
above the door—and sometimes to the year in
which the piece was made. Thus, a Shaker towel
marked

CH

18

32
probably belonged in toom 18 of the Church fa-
mily, and was made in 1832, The placement of
letters and numbets (numbers centered under
letters) was conventional, adapted from mark-

27

s

e s e fi
i "u""'lr ,..,Thl..-f'

ings of the outside world. Originally, markings
were embroidered in fine linen, wool, or silk
thread (usually blue} in tiny cross-sticches {em-
broidery of this type was specified in the Millen-
nial Laws}, but later markings were embroidered
in other colors or, sometimes, written in ink.”’

Shakers and the World

Although the Shakers maintained communities
separate from che rest of the society, they did
have commercial contacts with the world. Many
of the items they produced were available
through Shaker stores or through the mail. For
some time the Shakers expetienced commercial
prosperity: besides producing functional and at-
tractive textiles, they excelled in agricultare and
furniture making. Their inventions include the
common clothes pin, washing machine, circular
saw, and flat broom. [t was the Shakers who origi-
nated the sale of seeds in packets rather than in
buik. Shaker furniture, distinctively scurdy, lighe
and utilitarian, is admired today for its simple
functional lines.

Today there ate two small groups of Shaker
Sisters in New Hampshire and Maine. The re-
maindet of the communities exist as hiscorical
restorations, or are under ptivate ownership.
Most of the original communities have disap-
peared completely.

M’s and O’s

Reproduction of linen towel from
an original draft by Elvira Curtis
Hulett, in the collection of the
Winterthur Museum.

Weave structure: M's and O's.
Warp: 28/1 natural linen.

Wefe: 28/1 natural linen.

Sete: 40 e.p.i.

Comments: Finished with % ” hand-
stitched hems.
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100%

Rainhow Cofored Yarns
Many Sizes & Textures
Merchine Weash & Colorfast
Fibers, Books, Patterns
NEW! Babny Pearly Perles
552 (3 - THEHCE CORES
Precut Colico Fabric St
BOND Kuitting Frames
Roberta Flectronic \pinners

We're your =f
source for cotlon!

For Ml Order
Cetlerfogiie & Samples
Sened $3 o

COTTON CLOUDS
Rt 2 Desert Hills = 16 W/
Saffond, AZ 85546
(602 ) 4287000

The best in textile
and art weave
varns from
Finland

HELMI VUORELMA

Vool Blanket Yarm [Brashakble)
Loap Maohair |Brushahle
Haanu Yarn
. 1 Martja-Eaikl

wave Yarn

Tiwr Linen #4, #8, #1232
Mvppylanka [nublby cofton)
Cattan Chenille |

Seine Twine

el plfon

B3 Catlar

Colton Poppana from Pirkanmaa
irkka bapestey amd rug yar
Pirkka tapestry and rug yarn

Tk Loemms and LCjuIpmneni

T ards 31 each ar & [
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§ Harness Bronson 7

Reproduction of a cotton/linen
towel from Hancock Shaker Village.

Weave structure: 5 harness Bronson.
Warp: 20/2 unmercerized bleached
cotton.

Weft: 20/1 blcached linen.

Sett: 30 e.p.1.
Comments: %
before washing.

"

tolled hem sewn

XOXOXOO:; O'"O-OXOXOXIQO\O:
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x5 x |5
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24 00 THE WEAVER'S JOURNAL

'-l:#;:Hr‘ e

— ._-_-.-.-...l..

* 5

Q s

H

O

(¢
o}

reprat

QT
oo

Q (} _balanu-
oo,
4 Harness Huck ©

Reproduction of bleached linen
towel from Hancock Shaker Village,
Weave Struccure: 4 harness huck.,
Warp: 40/2 bleached and blue
linen.

Weft: 30/1 bleached and blue linen.
Sete: 36 e.p.1.

comments: % ” rolled hem sewn
before washing. Cross-stitched ini-
tials alse sewn before washing.




FINDSHES/SHARED TRADITIONS

Hemstitched Edgings for Linens

by Suzanne Baizerman

NE OF MY VERY FAVORITE books on

needlework techniques is an encyclope-

dic work by Thérese de Dillmont aptly

entitled the Encyclopedia of Needle-

work. It was originally published in
France in 1880. The original volume is 2 small
book that, like a small Bible or book of poems,
fits comfortably in the hand. Inside is a wealth of
informatien about sewing, mending (remember
what that was?), various types of embroidery,
knitting, crochet, macramé, ratting, a variety of
lace rechniques, among other things! Just the
back to have along when you get stranded on
that desert island! The profuse engraved illustra-
tions add greatly to the charm of the book and
reflect the period during which the work was
produced. The book was reptinted in 1972 by
The Running Press, Philadelphia, using enlarge-
ments of the original text that make it easier to
read. The encyclopedia has enjoyed several
reprintings since that date.

I was reminded of this litcle book when 1
thought of writing about finishes for rable linens
for this Spring “Interiors” issue of the The
Weaver's Journal. Hemstitching was a technique
that came to mind, a finishing method that can

Antique hem-sti
wrong side.

Antique hem-stitch,
tight side.

Anothet antique beme-stitch,
right side.

Secpentine or crellis hem-scicch.

Reprinted by permission of Run-
ning Press, 125 5. 22nd Street,
Philadelphia. PA 12103, From
The Compleie Encyclopedia of
Needfewort, Copytight 1978,
1972 by Running Press. Availa-
blc from the publisher for §7.9%
plus .75 postage/handling.

Openwork on Linen

Upenwark is the name given o these kinds of necdlewntk
1w whicly sesme The warp or weit Ahreads, o buth, are witbulrawn
trum tiee material, aind the iselated threads lefl by bhia proceds
are drown tegether io gerups by dseaatd of varioes Silches,
Prming spen gathers,

Thr ditterent ways of geonping the threads and oversewiig

g willy variows glitches produce e most varied cieobloatlos
and U richest desigis, Wil ¢ be wssl ny the sole amament
e aqueve ol wirk, oe comlined sith any g her type of csbreidery,
surh woelitch. Eoroiestance.
T two binks of opprowetke oo linen - one s produoed
¥ o g vithoee e warp ar the welt threads, and is known
an dewanLlicead work orosingle cpenwork (the Ttalian “punty
tirntiy’ ). Foor 1he seeand, led h warp and well threads one remoyed ;
this type it called cot awdodrawn work or vnt opeowitie e
Mabidn “punto taglista™).

trpenwick with dloawn Ahfeads, a5 well as cul-and-drawn
wirrk, vin be worked with the sewing machine. The machios,
hepng apicker than the Muaend, is often gocfeoed ot Gicge prticies
vb homrelisdd Tinen, Martow, sample openwsork miTips can e
wirkeil wilthent Ty moomeed en & frame, [t the frone 1a
wndiapuepreabile Lr il adeaipne with darzed oty aml lar ey
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be as claborate or simple as the overall design of
a work dictates: bold, in heavy yarn and in color
contrast to the fabric or mote traditionally fine,
delicate and barely apparent. Some of you may
well have hand-stitched hems gracing heirloom

or antique textiles in your collections.
In the Encyclopedia a variety of hemstitch-
ing and other openwork techniques ate included
Daned pyramids. in a chapter on “Openwork on Linen.” Open-
work is defined on the opening page of the chap-
tet a5 applying to needlework where certain watp
and/or weft threads are pulled from the mater-
al. Isolated threads which remain are then drawn
together in groups using vatious stitches and
forming open pattetns. PFurther explanatory
notes and other illustrations have been
reproduced hete. De Dillmont offers instructions
for wotking these techniques on finished linen
cloth, directly applicable to the finishing of
handwoven table linens. In addition, the hand-
weaver with a little imagination will be able to
translate these rechniques into ones that can be
used while loom work is seilt in progress. Indeed,
the tension on the warp thread and on the cloth
ptovides an ideal set-up for the would-be loom
embroiderer. You will notice that techniques for
crossing groups of threads are alternative ways of

Darned bars. Groups knotted together twice in sixes, with a diamond 3 :
design in busconhele stitch. producing a leno- gauze-like strucrure.

HENRY'’S ATTIC

Textured Weft Yarns

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

To see the yarns Henry keeps in his attic,
please send $10.00 and resale number
for complete sample set. (It's well worth it)

Stores & production weavers only please.

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

“Veor've g@ﬁ’o Be be [ddsn!”
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No need to depend on recipes for your hwills!
Use a logical approach to understand their con-
struction, then design YOUR OWN four to
eight hamess fancy, braided, interlocking,
corkserew, decorated, and waving twills, or
crepes, waffles, and shadow weqves. 150 B&W
photos, nearly 300 patterns, 120 pages. soff
cover, $11.95.

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

TWILLS and
TWILL DERIVATIVES THE UNICORN
Luclile Landls (2nd printing) P.O. Box 545

Rockyille, MD 20851

Esnema Chy & a1 ipiibipew
AdE War= ik Bisd
ECMOa471 41

F
= _._.--'

— _ o ‘g,‘ﬁﬁiétc ‘l'.hf'ead an yarn

——— ;:. - _
w  collabarstion ._____ |3:.;|-4n. lﬂ.:l.?lltl-:lhl FAWCETT. INC.
MARCH 19-23 Ay s T T == =, = e ool DEreet, [hept, W o» Petaluma, CA &4933

] -_l- -_._.-_- = = call bodl Feps |.-.|-.I I.:....l-.n:-..l:.: ;:-.--?.,l|i|l.l_-.l:.II 15003339218

ORDER ALL YOUR WEAVING, SPINNING, DYEING BOOKS AT DISCOUNT

Any good, standard Classics and many New Titles
Also Needlework, Hobbies, Crafis, Dolls, Miniatures
10% discount on any U.8. books
No lists of books available — request the tities that interest you

Please send SASE with your inquiry

KATHERINE RAMUS 2100 E. EASTMAN AVE., ENGLEWOOD,CO 80110

EXCLUSIVELY SILK:

Fhe Je

DEPT. W. BOX 78, WHONNOCK, B.C., CANADA VOM 150

A DIVISION OF SELECT SILKS 'NC

Over 50 quality silk yarns and fibres
mail order only
samples $3 00
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L. Tucker, Barkara M. Samwe!
Siater and the Onging of the
American  Textile Industry
1790-1860. Ithaca, New York:
Comell Universicy Press, 1084,

Looming Thoughts

by Allen A. Fannin

E ONE WEAVER OR NOT, ncarly every-

one has at one time or another been

made 2t Jeast tangentially aware of the

dire condition in which the Ametican

textile/appartel industry is presently
found. Should the reader think chac this crists is
of no more than general interest to the special-
ized handcraft textiie practitioner, perhaps we
may be able to offer sufficient provocation, if not
to alter that frame of mind, then to balance such
chinking with another side.

During the catlier days of our particular
field, Mary Alice Smith, in Handweaver &
Craftiman, the principal handweaving journal of
its time, maintained a unique, almost symbiotic
relationship between the mill and hand texule
trades from the premier issue until her death in
1970. Both in her own posture —editorial as well
as petsonal —and in her choice of wtiters, hand-
loom weavets were made aware of issues and de-
velopments in the larger textile world. Such op-
portunity for dialogue and the importanc fruits
thereof is clearly, but not necessarily irretrieva-
bly, missing today.

Unfortunately, the endre picture of the
American rextile/apparel trade is badly clouded
by the media and industry emphasis on imports.
The situation 1s, 1o this and some other obsetvers,
far more complex than is realized. Its compre-
hension is furcher muddled by cross-currents of
ill-founded opinion, conflicting theoties and
competing interests from all sides. It would
therefore be foolhardy to presume that this
wtiter's lone insight can and will resolve what
may in time prove to be unresolvable. We raise
mote questions than we answer but in the process
we might sort out and explote the elements that
compose this out-of-focus picture. Handloom
weavers of whatever persuasion are, for good or
bad, a part of the total, larger textile world and
should be more than passingly and passively
aware of this serious issuc.

The commetcial textile/ apparel trade in the
United States has always had to deal with the
burden of lower cost imported goods. The histo-
ries of some of America’s catly texule en-
trepreneurs (Slater, Almy & Brown for examnple,
of whom Samuel Slater is the most well known')
contain many references to the problems of
cheaper yarns and fabrics from England and the
continent. In fact, many of the complaints heard
from modetn textile executives mirtor these his-
torical texts; The picture is not new. It is not en-

tirely accurate to assume, as many do incorrectly,
that the roral textile needs of a growing nation
like the U.S. in Slater's day were, or even could
be, satisfied solely by domestic production. Tex-
tile products from more inexpensive sources were
as necessary then as now,

So if the picture is not new, ate the com-
plaints we are hearing (if no mote o less strident
than in Salter's day) any more or less justified?
The fundamental changes that took place in the
American system of textile production as the fac-
tory system evolved from that of family workers
{(in which the traditional hierarchy of fa-
ther-mother—children was fairly well main-
tained) to a system of essentially independent in-
dividuals cannot be ignored. This may in part
explain the seemingly more vigotous tone of con-
tempotaty protectionists. Just as agricultural
technology has reduced the labor intensity of
farming to the extent of enabling fewer to feed
more, machinery development has evolved to
much the same state tn almost all manufacturing
industries, Quite simply, we have reached the
point whete we do not need so many people in-
volved in production. Yet we have many people
who, when agriculrural technology evolution
made them redundant, were able to leave the
farms and enter the facrories. Now, as more fac-
tories need fewer hands, these idle hands cannot
return to the farms, for now many of the farms
are gone. We can rightly conclude, therefore,
that the textile complaints of today are mote
justified than they were in Slater’s time, because
the alarm caused by contemporary textile im-
potts is now a result of far more dire conditions.

On the other hand, the American tex-
tile /apparel industry is not in trouble only be-
cause of foreign competition. The ulumate con-
sumer who must exchange money for goods
obeys one of the older and mote stable laws of
cconomics— to wit, obtaining the most for the
{east. Thus, one cannot and should not fault Mr.
and Ms. Shopper for acting in what they perceive
to be their own best interest, short-term and par-
tow though that action may be. So that otherwise
idle hands can be employed, however margin-
ally, we have created a plethora of goods for
which Mr. and Ms. Shopper can exchange their
dollars that boggles any but the most callous of
minds. Since the volume of those dollars has not
increased in exact proportion to the range of
goods, 1t is obvious that fewer dollars are availa-
ble per unit of goods. Thus, the growing con-
sumer pressure for lower prices in all market areas
is perfectly logical given that restraint in buying
is always the last alternative.

At one time, within the living memory of
our most respected colleagues, the textile indus-
try in the U.S. was compated most favorably with
that of any of the “Old World” nations. The
quality of goods ptoduced by many long-gone
New England woolen and worsted mills was sec-
ond to none. This fact is all the more significant
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given that the very early growth of textiles in this
countty was hampered by a great many foreign
obstacles. In the beginning, the very mill tech-
nology at which the U.8, was to eventually excel,
if only briefly, was jealously guarded by those Eu-
ropean nations that first developed much of ir.
England, for example, was far more anxious to
export finished goods to “the colonies™ than o al-
low raw matenials, technology and talent to enter
into what was seen as a vast matket for United
Kingdom overproduction. Then, as now, U.S.
mill owners ranted against foreign competition
that was impeding the birth and growth of an in-
dependent U.S. fabrics industty, if not the very
growth of an independent U.S. iwself. Such
definitive historical resources as Winsot,” Hak-
luye,” The King's Customs® and others clearly il-
lustrate the self-protection principle that leads
nations to gather unto themselves, often by any
means necessary, all that which will allow chemn
to exist in the least dependent way. Therefore,
negative sentiment and politcal clamor against
the competition of foreign goods can safely be
taken as quite normal and sane.

Yet U.S. textiles did overcome this early
hindrance and become second to none, exceptin
the most elitist of minds. While certain condi-
tons are neatly identical now to conditions then,
othets ate very dissimilar and many new circum-
stances prevail, First, all technologies can theo-
retically teach an evolved stage of diminishing
returns when no significant further overall ben-
efit can be derived from further advances in tech-
nological efficiency. Mark Kramer, a most astuce
literary journalist, presents this point most effec-
tively in his book on making milk, meat and
money from the American soil, Three Farms®.
He shows that the largest of corporare California
romato farms is not able to bring its product to
market any more efficiently or at a lower price
that 2 far less mechanicaily sophisticated Midwest
hog farm or New England dairy operation. Un-
less a balance can be found berween a mill’s ca-
pacity to produce and a market's willingness to
absorb, a system cannot survive for long. Achiev-
ing this balance by reducing the number of mills
producing with a constant market is of course
contrary to the free-matket system. The U. S tex-
tile industry grew into its full production capacity
during and following World War II at an un-
precedented rate, and while the market seemed
to follow suit, there may have been a not-so-
subtle condition operating that amazingly es-
caped notice unul it was too late: Farhion. Astex-
tile mill machinery became increasingly more
efficient that efficiency was offset by the cost of re-
quiring longer and longer runs of the same
goods. The output of even the least sophisticated
woolen systems is staggeting 1o one who is ac-
customed to gauging output in terms of yards per
weck rather than yards per hour. In the case of
what the trade calls “staple goods,” {common
sheeting, print cloth, woven and non-woven

felts, cerrain industrial fabeics such as fiber glass
cloth, etc.) where changes in design and color are
rare, the present U. S, textile industry can do this
job with enviable efficiency. But when individual
consumers, having increasing difheulty remain-
ing true individuals in anything, tarn to and de-
mand increasing variety in their fashion state-
ments, this kind of staple efficiency breaks down
rather quickly. Frequent design changes in rela-
tively short warps are the stuff from which mod-
crn mill management nightmares are creared.

In a recent issue of Knittzng Times® an
editorial by Charles Reichman, editor of thac
publication between 1946 and 1978, pointed out
an often repeated bur yet not fully accepred fact
of contempaorary business: Firms are now seldom
under the managerial contrel of those who are
the technicians. There was a period in the very
near past when mill owner/manager/producer
roles were vested in a single individual. When
enterprises were of a smaller, more humane scale,
the CEO quite commonly worked up from floot-
boy through every rank available, even in cases
where familial connections could have provided
an casier path. As one venerable, long-retired
woolen mill descendant put it, “the sound of a
weaveroom full of looms gets in one’s bload and
stays thete for life.” To anyone devoid of that
feeling, whether in weaving or another trade, it
1s impossible to experience 1t by mere descrip-
tien. As the current MBA/accountant/lawyer
combination, divorced as it is from the tangible
nuts, bolts and grease of the mill floot, began to
tzke hold in management, the relationship be-
tween maker and what is made died all but com-
pletely although not necessarily permanently.
While it has taken this writet many years to reach
it, the conclusion is inescapable thar having one’s
trade in one's bloed cannot be separated from the
highest level practice of that trade.

Meanwhile, in far too many places, business
1s oo longer as usual because business is no
longer. Major texule producets are simply closing
down mills that began operation near the turn of
the centuty. The damage this does to a small
community that is dependent upon one industry
and, in the wotst of cases, on a single large mill,
cannot be described. We cannot even begin to
wurn this crisis around until certain not-so-self-
evident cruths ate admitted.

First, the U.S. business system took a tum
at the labor/ materials crossroad a leng time ago,
the result of which we are seeing in earnest in the
import problem. While othet producing nations
placed a higher value on raw materials than on la-
bor, the U.S. system did just the opposite. The
question of the absolute value of labor is one that
has no place in this discussion, only 1ts relative
value in the labor/ material ratio. Meanwhile, we
have a large, undetemployed labor pool that has,
for better or worse, grown solidly comforrable
with a level of income/lifestyle which we try to
maintain more and mote cthrough the produc-

“The entire picture
of the American
textile lapparel
trade 15 badly
clouded by the
medis and
industry emphasis
on tmports.”

2. Nurrative and Critical Hivto-
7y of Amerca. Edited by Justin
Winsor. # vols. Boston: Hough-
o, Miftlin, The Riveride
Press. 1888,

3. Hakluyt, Richard, T4 Prn-
cipal Nawigations, Vaoyages.
Traffigues & Discoverses of the
Englith Naviom. 11 vols. Firse
Ediuon, 1389 Third Edition,
Glasgow: James Maclehose &
Sons, 1903, Reprnted, New
Yotk: Augustus M. Kelley,
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4. Atton, Henry and Holland,
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iber Ezsc nation

N of just sitk. . but g wide selection of yarn
and ribbon for the weaving and knitting
arts, . .velvet chenilles, metallic glitter, shimmery
viscose, crisp linen and cottons, novelty

wool blends. . .

Muny styles ure color-coordinated in sofid and
variegated tones. Whatever vour mood, sivle or
price point, Sitk City Fibers will become your
A JSuavorite yarn source.

Introductory material upon request. To the trade onfy.

SILKCITY

F 1 B E R S

PATERSON, NEW JERSEY 07522

201-942-1100

“Frequent design
changes in
relatively short
warps are the stuff
from which
modern mill
management
nightmares are
created.”

tion and consumption of goods and services of
which the necessity and utility can increasingly
be questioned. While a chicken in every pot is as
basic a requiremenc for living now as when the
statement was first uttered, onc can rightly ask if
the newness of the pot is as much a necessity as
the pot maker would have us believe. In this
sense, we may have come to the place in oursocial
growth where we can no longer afford our own
standatd of living. The textile import problem
may be only the tip of that iccberg.

Second, the basic tenet of unlimited busi-
ness growth may have finally reached ics stopping
poaint. Not only will there be a limir to the price
at which the consumer is willing to buy, but a
mote severe limit on the profit to be gained from
the economy of scale. While the technologies of
production and of business enterprise were de-
veloping during a petiod when certain market
limits had not been reached., it was quite easy for
management not to have foresight or to realize
when the end would come. Human runners
commonly bear the record thar for Roger Ban-
nister was a major victory, but 1f 2 mile is to be
run in less than three minutes. something other
that a human must do the running. There are
limits—call them physical, natural or what-
ever— that define unequivocally where we hu-
mans ¢an ge and what we can do.

Third and probably most difficult to accepr,
15 the fact thac every technological advance in the
entire history of human endeavor from the in-
vention of the wheel to the moedern computer has

had one unavoidable self-defeating aspect. Every
time humans develop any means of achieving a
net gain in effect, the human cffort required is
theteby reduced. This has the result of reducing
the number of humans needed to petform a
given amount of wotk. The ulamare and logical
conclusien to this is that as we “progress™ and, if
we continue to “progress” in the way we have
been, we may quite possibly “progress” ourselves
out of needing people at all for much of any-
thing, leaving us with lots of people with little or
nothing to do. How often do we hear the modern
entrepreneurial boast that this or that new plant
installation will do the same work with 38 hands
that formerly required 150. Such a new plant ac-
tually exists as of December 1985, geared ro ship
nearly 15 sons of varn per week with a workforce
of 38!

Ne matter what our approach o weav-
ing — be it for a living or not, be it by hand or
not —we are involved in a most basic productive
activity, second in importance to food and ahead
of shelter. Therefore we cannot pretend we are in
any way unaffected by the global ramifications of
what so many see so narrowly as simply an import
ptoblem to be solved by rarff and other protec-
tions of purely political nature. The essential
foundation of how we live and work and why we
live and work as we do 15 seriously in question,
the positive outcome of which requires our col-
lective energies.

Kind regards and thanks.

£1ONG ALLEN A EANNIN
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Space dye or solid shades Scandinavian Weaving Magazme

on ALL natural fibers ‘
BATIK-PAINT-STENCIL 'il.
h}rii" '

NO boiling == NO steaming { o
PERMANENT WASHFAST COLORS

FREE? \romarion
Specialists in Fiber Colonration
PRO—=— [/}
‘hemical & Dye ¥ »
Dept WJ PO Box 14 lﬁC.

Somerset, Ma. 02726
617-676-3838

All at room temperature

Wonder Craf

ViavMagasinet comes out in four, colotful and inspiring
issues per year (February, April, Aupust and Novem-

ber). Each issue contains weaving projects designed

Send fOr Samples especially for Scandinavian Weaving Magazine, We

. offer exciting reading about rextile art and weaving,

Of Ollr quallty yarnS feature courses and exhibitions, and visit individual tex-

tile artists, industries, and weaving studios.
* Rug Wools in many colors

* Machine knitting yarns . Y . R
(2/24s, 21265) Scandinavian Weaving Magazine
¢ Novelty Yarns is the magazine with the beautiful color photographs.

* Nubby Earthtones A ane year subscription, now with complete English
* 100% Cotton yarns galore translation, costs $22.00, airmail postage included.

Please make all checks and postal meney orders payable
in U.S. funds 1o

Stacey Jones Engel

Scandinavian Weaving Magazine
4909 Worthington Way

Ellicott City, Maryland 21043 USA

Dealers are wanted for Scandinavian Weaving Magazine
in the United States.

If it can be spun, we're the one

Send $1.00 for samples and a spot on eur mailing list

Wonder Craft

DIVISION OF ROBIN RUG INCORPORATED

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

JOIN US — SUBSCRIBE TODAY!
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Twined Rag Rugs

Lillie Sherwood's Legacy

by Bobbie Irwin

$ A NOVICE WEAVER studying some

of the traditional weaves for the firse

time, [ dreamed of discovering,

somewhere in backwoods America,

an elderly weaver creating coverlets

from an old, unpublished family draft, weaving

on an ancient loom. [ fantasized thar someday 1

might be able to introduce a long-forgotten

weave of patrern to a new generation of weavers.

Although the circumstances and details were a

bit different, something like that actually did
happen to me.

In 1980, while working as a census enumet-
ator in central Idaho, I met Lillie Sherwood, an
elderly widow who lived in an old log cabin a few
miles from my own home. When [ entered her
home, 1 discovered the most beautiful rag nigs
had ever seen.

At first glance I thought they were braided,
but they were rectangular like typical loomed
rugs. Several had interesting checkerboard pat-
terns, and all were made from a cheery variety of
coloted fabric.

After Mrs, Sherwood had politely answered
my official questions and we had chatted a bie, |
couldn’t help commenting on her rugs. 1 ex-
plained that I was a weaver and would love 10
know how she created the fascinating patterns,
whereupon she invited me into the next room to
sce her loom.

It was a simple frame loom, warped with
strips of cloth. She had just begun a new rug us-
ing brightly colored fabric scraps, which she ex-
pertly #wined around the warp as | warched. 1
wished I could have stayed longer, but I did have
a job to do and more people 10 intetview, so |
asked if T could come to visit her again and learn
the intricacies of her patterns.

For one reason ot another, I didn’t make it
back to Mrs. Sherwood’s cabin. A year later we
moved to another state, As1learned more about
weaving and searched the licerature, [ failed to

Mrs. Lillie Sherwood, age 85, with one of her
rwined rag rugs.

find any reference to twined rag rugs. 1 was now
convinced that I had stumbled upon a lost art,
and regretred having forfeited what might have
been a once-in-a-lifetime opportunity to study a
dying tradition.

The twining technique itself is common to
many cultures, and one with which I was already
somewhat familiar. But the use of rags for both
warp and weft and rthe combination of a2 muld-
tude of colots in block patterns made Mrs. Sher-
wood’s rugs unusual and especially interesting.

We moved back to central Idaho in 1984
and [ called Mrs. Sherwood right away. To my
surprise, she remembered me. 1 asked if she
would still be willing to give me some lessons, to
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which she answered, “Why honey, I'd be

delighted . . . but you'd better not wait too
long this time; I'm 84 now!” I went out to her
place that same afternoon.

Born at the turn of the cenrury in Cherokee
County, Kansas, Liltie Sherwood moved to Idaho
as a young girl, Her stepfather, who was Danish,
taught her how to weave shawls and twined rugs
on the big frame loom which hung near the roof
of their tent when it was not in use (the family
lived in a tent for years until they moved into
more permanent housing). When Lillie was 14,
she bought a homestead near Idaho Falls and at-
tended Gem Srate Business College, At 16 she
eloped and traveled by covered wagon to Ogden,
Utah where she later ran a dairy, After her hus-
band's death, she continued her dairy operation

Mrs. Sherwood’s loom, warped with denim. Note
thar the twining starced from both ends. The out-
stde dimeasions of the frame are approximately
29" % 52"; Mrs. Sherwood nailed this frame together
herself muny years ago from scrap lumber. She says
she wore out several frames in her liferdime; this one
is 2t least 20 years old and may be older.

In August, 1985, Mrs. Sherwoad hosted our local
weavers’ guild meeting at her house. Although she
had not woven a rug for about two years, she put
this last warp on and twined a few rows for the he-
nefic of our group. After the meeting, she gave the
frame o0 me, and [ completed the rug.

until the encroachment of highways and housing
developments forced her to sell her cows. Evenru-
atly, she moved to her son’s ranch in Idaho, on
the East Fotk of the Salmon River.

Slowed by arthiitis and deteriotating vision,
Mrs. Sherwood no longer weaves rugs. Her last
rug, completed a couple of yeats ago with the
help of a granddaughter, was donated to the lo-
cal high school for a fund-raising effort. Over the
years, she has demonsirated the technique to
hundreds of people {most of whom were proba-
bly not weavets), yet it is doubtful that many ac-
tually used the method to make rgs, probably
because of the discouraging amount of time in-
valved. Depending on the materials used, the
weaver's skill and the complexity of the pattern,
a rug can easily require three or four hours per
square foot, not counting the time it rakes to pre-
pare the rags. [ was probably the last of her stu-
dents, but I have promised her I would carry on
this tradition.

Twined rag rugs do not adapt well wo
production weaving, but the resules are well
worth the time involved. Because the heavy warp
is completely covered, the rug is virtually inde-
structible. The rugs are twice as thick and heavy
as standard loomed rag rugs and they lie flat on
the floor without curling at the edges. Some of
Mrs. Sherwood’s rugs have been in use —and not
pampered— for decades, yet show almost no sign
of wear. A durable twined rug can easily last for
generations.

The bright colors in Mrs. Sherwood's rugs
make them particulatly attractive. She was
delighted to use the colorful cloth scraps from her
daughter’s sewing and fabric business, especially
the newer knit fabrtics, to replace the drabber
colors evident in her older rgs,

Mts. Sherwood does not recommend
machine-washing these rugs, because it soaks the
warp (which does not need cleaning) and makes
it difficult o dry them thoroughly. Regular
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Detail of “Hit-and-miss”
rug which Mis. Sherwood
started and which I com-
pleted. Approximately
24" x 34", denim warp,
assoreed weft (mosty
knits). By working long
hours, | was able to com-
plete this rug in four
days. 1 call this “hit-and-
miss with a difference”
because two colots are in
use ar all times.

One of Mrs. Sherwood's
rmgs combined “hit-and-
muss” with color blocks.
This rug is probably 15 to
20 years old. In chis de-
ail, note che joins be-
tween blacks. There is an
exaggeraied slant of weft
where blocks come
wogether.

vacuuming and an occasional hand-scrubbing
with detergent are all the care required.

Basic Preparation

Lillie Sherwood showed me two similar warping
methods. Although many materials {including
heavy twine) are suitable for warp, most of her
rugs were made with rags for warp as well as weft,
which makes them especially unique. In both
methods, a continuous, circular warp is used. If
the warp is wrapped around the frame itself, the
ends of the warp can be cut after twining is com-
pleted, to function as fringe. If fringe is not
desired, or the weaver wants to tic on a different
fringe, the warp can be wrapped around rods sus-

pended from the frame (similar to a Navajo
loom).

As with all rag weaving, preparing the cloth
strips is time-consuming, but commercially pre-
pared “rags” can make che job easier. Different
weights and types of fabric can be combined in
the same weft, but heavier cloth should be cut
natrower. For heavy-weight fabrics, one-inch-
wide strips are adequate; lighter weight materials
should be at least two inches wide. Mrs. Sher-
wood has even used sheer curtain fabric by cut-
ting vety wide sttips.

As for standard loomed rugs, rag strips may
be sewn together by machine before weaving,
but it is recommended that working weft sttips
be no longer than one or two yards. It is difficule
ro rwine with longer pieces, and new sections can
be quickly sewn oo by hand as you weave. Simply
overlap ends, turn edges in twice, and ovetcast
securely with a few quick stitches.

Equipment and
Materials

Making a chair cushion on a small frame is an ex-
cellent ineroduction to this technique. An
18" x 16" canvas siretcher (available from artt
supply stores) makes an ideal frame, or you can
substitute a picture frame (any size, but choose
one which is oot too deep).

For warp, usc onc-inch-wide strips of dentm
ot similar heavy fabric, sewn securely together by
machine. Unlike the weft, the warp should be
sewn in a continuous piece, the length of which
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depends on the size frame being used. The
18" x 16” frame mentioned requires 14 to 16
yards of warp (one pair of men’s jeans will yicld
about 25 to 30 yards of denim). It is best to use
the same weight and width of warp throughout.

For weft, choose lighter weight material,
such as deuble knits, cotton, wool, or any combi-
nation. Although twining may be done with a
solid color, it is recommended you select at least
two colors for your sampler, preferably four or
morte. Solids, prints and plaids all work well. At
three to four picks per inch, two yards of weft
(doubled to make two strands) will weave ap-
proximately 24 to 30 inches. You may need 1o al-
low as much as seven or eight yards of weft per
vertical inch.

Warping

Starring at the upper left corner of the frame,
loop one end of the denim over the top of the
frame, allowing several inches overlap, and se-
cure with a pin ot sew by hand (figure 1). Wrap
the cloth around both ends of the frame in a cir-
cular motion. Avoid twisting or crossing the
wartp. The strips should lie flat and side by side
along the ends of the frame, pethaps overlapping
slightly. Finish wrapping at the lower right cor-
ner, make a final loop around the lower edge of
the frame, overlap the warp several inches and se-
cure the end with a pin or a few stitches, as you
did at the start. This will give you an e numbet
of warps, which is especially importanrt if you
plan to work patterns. The warp should not be
pulled extremely tight, because its tension will
INCEASe a5 WEAVINg Progresses.

Weaving the Sampler

Sew together two weft scrips of different colors,
each approximately a yard long but not exactly
the same length. (Thus, when it is necessary to
Sew On new sections as weaving progresses, the
joins in the two strips should come at different
places in the sampler.) Where the two colors
meet, loop the weft around the first warp (upper
left corner}. The join will be at the ourtside edge
of the warp, so one calor {A) will be over the warp
on the “top” side and the other colot{B) will show
on the reverse side. At this point, and for several
mote tows, the first warp will be a double thick-
ness because of the overlap made when warping
the frame.

Now, start twining. The strip (B) which was
under the first warp will come up and over the
other strip (A) berween the fiest two warps, form-
ing the twist (it is not necessary to comscrously
twist the two strands — this will happen automnat-
ically). Wefc A, which was on top of the first
warp, will go u#nder the second warp as wefi B
goes over the second warp (fgure 2).

Continue this same procedure all the way

across to form the first row. Weft colors will alzet-
nate coming to the surface. While twining the
first row, it is very important to pick up the warps
in the same ordet they were wound on the frame,
and te prevent crossing watps. If the firsc warp is
on the back side of the frame, the second will be
on the front side, the third on the reverse, etc. Be
careful not to skip a warp or to twine around two
warps at once. The weft should be packed as close
as possible to the top of the frame and should be

pulled tightly at each twist. Each “stitch” should
slant to the left. The weight and width of the
warp will, in part, determine the sett, but the
weight of the weft also influences the results.
Typically, the warp will be two to three ends per
inch.

The first row is woven from left to right and
the second (and all other “even” rows) will pro-
ceed from right to left. Both scrands of weft must
wrap around the edge warps. To make the rurn
to start the second row, the scrand which was over
the previous warp (B) will go #nder the end warp
while the other strand {A) goes over the edge
warp. Bring weft A up between the two warps
and then bring strand B around the edge warp
(figure 3). Twine across the row, using the same
motion as before (figure 4). The “stitches” in the
second row should slant to the right.

After two rows ate complered, turn the
frame upside down and rwine one or two rows on
the other end to make sure the warps ate properly
zligned. As before, stare the first row at the lefc
(formetly the lower right cotner). Be very careful
10 keep the warps in the same order as on the
other end; if they cross, double check the first
rows on the other end to make sure each warp was
taken in order. Make cotrections, if necessary,
and do not proceed with the sampler until all
warps are in proper sequence.

Weave several more tows on either end,
pushing cach row up tight against the previous
row so as to completely cover the warp. Turns at
the teft side will be similar to those on the right
(fegure 5), Mrs. Sherwood recommends working
from both ends toward the center, especially if

“Hit-and-miss” blocks are
assorted fabric, mostly
knits, and solid blocks are
nylon weft. Nylon warp
expased as fringe.
Designed and woven by
Bobbie lrwin.

ﬁ 4 i
Figure 1.

Purting the warp on the
frame.

Fiptire 2.
Starting the firse row.

Figure 3.
Turming the wefr ac the
right side.
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Frgure 4.
Twining toward the left.

Fipure 5.
Turning at the left side.

Figure 6.
A dovetail join for adja-
cent blocks.

you wish to balance colots or make symmetrical
patterns. If you have pinned the warp ends, re-
move the pins as you cover the overlap with weft
tows. The number of picks per inch will depend
on the weight and width of the sett and how
tightly it is packed, but three 1o four p.p.i. is
typical.

As you near the end of a strand, sew on an-
other by hand. Try to position the joins in the
twist between watp sirands.

If you wish to try block patierns, use adiffer-
ent combinatien of colots for each adjoining pair
of blocks. Patterns with vettical and horizontal
borders are easicst; angles are harder 1o execute.
However, virtually any pattern which can be
graphed can be attempted, Mrs. Sherwood used
chalk on her warp to martk pattern areas; water-
proof matker could be used instead. Blocks are
worked tapestry fashion: when weaving a row
from left to right, start with the reghe-hand block
and end with the block on the left. For tows
which weave toward the left, start with the left
block. Weave one row ata time, atl thc Way across
the sampler.

A doverailed join is used to connect pattern
blocks {fzgure 6). Only one weft strand from each
block will wrap arcund the shared warp, and on
a vertical line, the same two strands {colors) will
always be used.

If a pattern block ends at a point where it is
not practical to sew on additionat weft strips (for
example, if a block ends in the middle of a row),
sew the ends of the strands together securely.
Loose ends of fabric sirips can be tucked into
previous rows or covered by subsequent rows. Do

not sew weft to the warp, because you may have
to move the rows up tighter as you weave,

If you have woven from both ends, the last
few rows will be near the center of the sampler.
Pack them in as tightly as possible, using a blunt
instrument if necessary to manipulate the weft
around the warp. Sew weft ends together. Take
the sampler off by cutung through the warp
loops at the top and bottom edges of the frame.
The warp ends will form a durable fringe. With
a few stitches, secure the top and bottom rows of
weft to the watp to prevent slippage.

Rug Weaving

Completing a small sampler will give you the ex-
pertise to weave arug. A large frame can be made
inexpensively to fit the width rug you desire, and
by using suspended metal rods, you can vary the
length of the piece. If you prefer, sections may be
woven on a small frame and sewn together to
make larger rugs.

Twining 15 traditionally wotked from the
top of a frame downward, but the direction could
be reversed. Thus, rag twining could be adapred
fot usc on a hatness loom, using a standard warp-
ing method and substituting heavy cord for the
rag warp. However, because this is a finger-
manipulated weave, the use of a conventional
loom offets no advantage in terms of speed.

Othet twining variations can be tried, but
the instructions here are adapted from the
authentic Danish method used by Lillie Sher-
wood for over 70 years.
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Loom Woven Baskets

by Gloria O. Bowman

ASKETRY has fascinated me
ever since | was a child in Mexi-
co. [ can remember the people
in the marketplaces with their
baskets filted with fruits and

vegetables. Loomshaping has also fasci-
nated me for a long time. We use looms
to shape clothing, rugs, furniture and
tapestries, so why not shape baskets on
the loomn?

I have seen examples in museums
of the pulled warp technique used by
the Incas in Peru and also by the Mex-
icans to shape textiles and baskers. 1
seldom have the time to make a coiled

ot knotted basket, but with the pulied
warp technique, I can thread my loom
and weave a basket quite quickly.

The technique is very simple. It is
a tapestry weaving technique {weft-
faced weave) in which some warp ele-
ments will remain unwoven. These
open areas will be closed after the piece
is oft the loom by carefully pulling che
watp threads.

Weaving the Basket

A variety of materials is suicable for this
type of basket weaving, The warp yarns

must be strong for pulling, so I like to
use a cotton of linen wartp, and weft
materials such as linen, jute, sisal, raffia
and rug wool. For the fruit basket, you
will need one pound of 4-ply linen, and
one pound of 4-ply rug wool,

Warp: 4-ply linen (a strong cotton may
be substituted).

Weft: Linen ot linen and wool.

Sett: 5 epi.

Width in reed: 19 inches.

Warp length: 2 yards.

Weave: Weft-faced plain-weave, beat-
en firmly with fork or rapestry beater.
Finished fabric size: 22 X 18 *,

PHOTOS BY JILA NIKPAY
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Figure 1. Cut comers off
folded paper.

Figure 2. Papet patterns
opened up.

Frgure 3. Paper model
taped into shape

Almost any loom is suitable for this
technique since the pulling of the warp
threads takes place after the work i1s cut
from the loom.

To determine the shape you will
weave, fold a piece of paper into four
equal sections. Cuc off the cotners and
open the paper up {figures 1-3). Tape
the cut sections together at the points to
produce a rough mode! for your three-
dimensional shape. Play with the paper
models unal you come up with the de-
sired curvature.

Once you have the model, make
an actual-size drawing on a 19 X 22
inch piece of felt {figure 4a). Mark off
four 5% 7 inch sections and draw the
shape of the model in each section. This
will serve as the cartoon for weaving.

Make a warp 19" wide and 2 yards
long. This length will allow you enough
marerial to weave the basker and the
fruit. Thread the loom and sley the reed
at 5 cpi. Weave a one-inch heading,
then start weaving the basket witch the
cartoon in place below the warps. Start
with a 47 wide weft pick in the center of
the row, and increase it by two warps on
each side each row, until zll of the warps
are being woven. Then decrease each
pick by two warps on each side until you
are back to a 4” widce final row (figure 3).

Sometimes the unwoven warp can
become loase. This problem can be cor-
rected by weaving rags in as filler in the
unwoven warps to take up the slack.

Proceed in the same manner ro
weave the three remaining segments of
the basket, At the end of the last seg-
ment, | make a single row of twining
with the same weft to keep it from
unravelling.

Surface texture technigues such as
soumak or loops can be added during
the weaving, ot use any combination of
flat and texture weaves for added inter-
est, Beads, feathers or shells may be
woven in of applied later.

Cut the woven piece from the
loom, including about 11 inches of
addirional warp for a handle. Koot the
waIps in pairs at the top edge and re-
move the bottom header. Now you are
ready to pull the warp threads to make
the final shape. If you have filled in the
unwoven warp with rags, carefully take
them out. Starting on one side, pull the
warp threads one by one from the center
to the ourside of the piece by holding
the weft and pulling each warp until the
open areas are closed up. Repeat the
process for the other side.

Knot the warps in paits at the bot-
tom of the weaving. Hold aside four
knots from the top and four from the
bottom of the warp at each corner.
These threads will form the handle of
the basket (figure 6}. Take the ends of
these groups of warps, curve them over
the basket to form the desired handle
shape. Use a two-yard picce of linen to
wrap tightly over these threads. The
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You will need to use two shurrles and four khots
any bright colors you wish, and will -
weave two fruits at once,

% . Note that the number of segments

| four knots
[t

can be different for each fruit (figure
4b). Anecarofcorncan bewovenin three
sections, a pepper in four, an apple or
avocado in five, a grapefruit in six, and
a stringbean can be waven in two.
After weaving the fruit, cut the
woven pieces from the loom, cut each
individual fruit apart, pull out any fill-
ing of unwoven warps, and proceed to 1l
pull the warp threads one by one as with
the basket. The difference between the
finishing of the basket and the finishing
of the fruit is that the basket is left open
and the warp ends are woven back into

L g

Figure 4. Loom shaped
basket designs,

four knots four knots

Figure 6.

wrapping will secute the two sides of the
handle and should be done carefully to
achieve a finished look (figure 7).

With a canvas needle reweave each
temaining warp end back into the bas-
ket body for a perfect finish.

Figure 7. Wrapping the
handle.

UNwoven warp

Weaving the Fruit

Retie the loom and mark the cencer of

first wowven section

each selvedge. The fruits are finished by

header

the warp. Each half will be woven into
two separate pieces of fruit. The shape
of the basic segment for each fruit is the
same as the shape of each segment of
the basket. Proceed to weave each 9"
wide fruit in the same increasing and

darning the sides of each fruit together.
Fruit shapes can be varied by poking in
the ends ot leaving them pointed.
Experiment with as many seg-
ments and colots in the fruits as you
wish. Add final touches to the fruits

decreasing technique as the basket,

Figure 5. such as stems, corn silk or other details,
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Figure 1, Coler wheel
divided inte warm and
cool colors.

OLORS THAT DISAPPEAR then reap-

pear, vibrate, take on three dimen-

sional form, emit light, or move in

space are manifestations of visual illu-

sion. These effects seem impossible if

we think of color as an inanimate object. Color

begins as a dye or pigment on a fiber, but from

there, it becomes reflected light that enters a liv-

ing cye and is interpreted by 2 human brain.

Color is the dynamic process of seeing. As Buck-

minster Fuller might have said, color iv a verd!

Color illusions materialize in the eye and

mind of the viewer, not on the colored object it-

self. How color teveals itself is a result of the in-

dividual brain’s interpretation of color informa-

tion supplied by the eye. This personal and

illusive aspect of color hold greac fascinacion for
artsts.

Color Temperature

A very familiar form of coler illusion is color
temperature —a bright orange is described as
warm, a greyed blue as cool. This reference 1o
color temperature oceurs so frequently that some
writers include it as a fourth quality of colot
{along with hue, value and intensity).

To define color temperature, the color
wheel is divided into a warm half —the yellow
greens, yellows, oranges and reds to red violet

have to suffice.

Color and the Five Senses

Different senses are often merged in whae is called “cross-modal”
associations. We refer to a sound as being “sweet,” a sad petson
as “blue.” There are people who possess a rare condition known as
synesthesia, where perceptions commonly cenfined (o one sense
ovetlap two or more senses. For example, a synesthete eating
spearmint might also feel cool glass columns pressing against his
or her face. These sensations will repeat themselves. To true syn-
esthetes, B-flar is always green and roast beef 1s an archway,
Richard Cytowic, a neurologist studying synesthesia, believes ic is
a vestige of the way early man viewed the woild before evelution
of our brain structure separated the senses from each other. For
most of us, however, flecting connections between the senses will

Color Theory for Handweavers

Part III: Visual Illusions with Color

by Pat Boutin Wald

and a cool half—red violet, violets, blues and
greens to yellow green (fzgare 1). This division 1s
not absolute. Perception of a color's temperature
can change when the surrounding colots change.
A red violet on an intense orange background
will, in comparison, appear cool. The same red
violet when sutrounded by adrab olive green will
appear warm.

There seems to be universal agreement on
color temperature and its effect. Ancienc color
healets used warm hues to stimulate and cool
hues to calm their patients. Today interior deco-
rators usc them in much the same manner. One
of many stories that show the effect of warm and
cool colors involves a group of employeesin a fac-
toty. They complained thac their air-conditioned
rest room was very cold. The manager found that
the temperarure was high enough to be comfort-
able. Noticing the walls were painted a cool blue,
he had them repainted warm brown and orange.
After that, the employees said that the room was
warmer, although there was no change in tem-
perature at all.

Size and
Spatial Illusions

Color influences the eye in its determination of
the size and location of objects. The size and dis-
tance of a color can appear to change when sur-
rounding colors change. In general, a color ad-
vances and appears larger if, in compatison to
surrounding colots, it is:

1. lighter in value,
2. warmer in hue, and/or
3. more intensc.

A color recedes and appears smaller if in compari-
son to surrounding colors i is:

1. darker in value,
2. cooler in hue, and/ot
3. less intense.

In textiles, the texture of a colored matetial can
also affect these illusions. Smooth and shiny
materials help a color 1o advance and appear
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larger white rough and dull materials contribure
to it receding and appearing smaller.

The qualities of temperature, value and in-
tensity i# comparison to surrounding colors de-
termine a color’s behavior. Joseph Albers once
said “color behaves in two distinct ways, first in
self-realization and then in the realization of
relationships with othets.” (Mostly it behaves ac-
cording to the latter.) A color can be warm, light
and intense, but it will not advance or appeat
larger if the colots surrounding it are equal or
greater in warmth, lightness and intensiry.

These general rules of spatial behavior de-
scribe how colors behave most of the time. One
factor will override these general rules. That fac-
1ot is cortrast. Any color will stand our if it is in
contrast to a predominant background. In figure
2, the white portions of the cenrer bands (on the
left) advance as expected. The black bands {on
the right} also advance. We know chat 1n 2 ran-
dom mixture of color, they would recede. Here
they advance because they are in scrong contrast
to the white background.

Overlapping and
Translucency

Another form of spatial illusion creates the ap-
pearance of two colots overlapping. Y ou can cre-

Why Hues Create
Spatial Ulusions

When you look at an object, the light from that
object enters your eye by passing through the
eye lens. The lens bends the light to form an
image of the object on the retina. The nearer an
object i3, the mote the light has to be bent 1o i
put the image on the revna. To further bend
the light, eye muscles push the edges of the lens
to make it thicker. You can tell thae an object
1s near because you feel your eye muscles work-
ing hard when you look at ir. Because of the
difterent wave lengths, the lens of the eye bends
blue light more easily than red. To put the
image of a red object onto the retina, the eye
muscles have to work extra hard, as they would
if the object were near the eye. Thar is why red
and analygous hues seem to be closer than they
really are,

lightest value reads
as light source

ate this effect with any pair of colors. Select a pat-
tern in which color areas appear to intersect
(f2guere 3}, In the area where they intersect, area
C, place a cotor that would result from mixing
colors A and B. Note figure 4 where A is yellow,
B 15 blue, and € is a mixture of these two colors.
If color area € appears to conrain a greater
proportion of yellow in its mixture then the yel-
low square will appear to float above the blue
square {fzgure 4a). The greater the proportion of
yellow in the mixture, the higher the yellow
square will appear to float. If the mixture in area
C appears to contain a proportionately greater
amount of blue then the blue square will appear
to float over the yellow (f2gure 45). i the mixture
appears te be a 53/50 blend of both colots, the
yellow and blue squares will appear to intersect
in the same dimensional plane (figure 4c). There
is a second illusion created in this overlap. The
color on top also appears to be translucent allow-
ing the color below to show through.

gradual and visually equal steps

Figure 2. On a black
background, white stripes
advance. On a white
background, black stripes
advance.

A

B

Figure 3. Patwern design
where color areas appear
w overlap.

Figure 4. A. shows yellow
overlapping blue. 8.
yellow and blue intersect.
C. blue overlaps yellow.

Figure 5,

gradation to darker color

P
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“GGolden Sunset,” by Peg
McNair. 5 x 3'. 1980.

Detail of “Golden Sunse”
showing Theo Moorman
technique. The inlays are

each composed of a
number of colored sewing
threads.

Luminosity

One of the most dramatic illusions created by
colot is that of luminosity. Luminosity refers to
the appearance of colored light emitting from a
composition. Often, other colors in cthe composi-
tion appear to be bathed in this light. To create
this illusion, begin by selecting an area in a de-
sign to be the soutce of light. This area should be
small in proportion to the whole piece. It should
be a color that is lighter in value than surround-
ing calors. Le also helps if it is purer in intensity.

For this illusion to be successful, the appear-
ance that che light's hue, value and intensity per-
vade the surrounding colors must be created.
This is achieved by combining the color of the
light source with the other colots in gradual and
visually equal steps. This type of gradation is il-
lustrated in figute 5. Note that the colors near the
light source will have a greater proportion of the
light's color in their composition. Let's look at
how these general rules were applied by two ar-
tists working with different styles and in different
media.

N L

Peg McNair

Golden Sunset 1s a tapestry in Theo Moorman in-
lay technique by Peg McNair. In chis impres-
sionistic landscape, the light source appears to be
just behind the cleft in the distant mountains. It
is a small area of intense yellow which blends into
the golden yellows, oranges and magentas in the
sky.

Many different colored strands of sewing
thread are used together to form cach weftinlay.
To create the subtle color changes, Peg may
change the color of just a single thread in a group
of five. “It's amazing the effect one small change
can have on a color.” For the effect of light on the
water, Peg chose less saturated tones of these sun-
set hues, used fewer strands of them, and mixed
them with the various blues of the water. The
lightest value of blue recurs most frequently
whete the illusory light hits the water, allowing
it 1o blend with the light yellows and oranges.
The golden aura of the ground cloth was also al-

“Sun Poem,” by Peg
McNair. 46" x 3", 1984.
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lowed to shine through, uncovered, to add to the
illusion of reflected light,

Golden Sunset and Sun Poem are just two
of the eighty-two tapestries Peg McNair has
woven. She has a very subtle painrerly color
sense, using fine colored threads to mix her pal-
etee of colors. Peg says she works intuitively, im-
provising with color as her designs evalve. How-
evet, Peg says that color theory has a firm grip on
her suéconscious! She uses formal color theory to
help solve probiems or track down the elusive
“something isn't quite working” stage of some
design ideas.

Stage two of color use in her tapestries in-
volves translating the pastel or watercolor “design
colots” into yarn colar blends that will have the
same color essence when the weaving is done.
This process has evolved over 12 years. Peg com-
ments, “The arc of visualizing cannot be taught.
There 1s no substitute for direct experience. You
have to choose your colors and then weave them
to see what they do to each other.™

Like all her work since 1981, Su» Poenr is
woven using traditional tapestry techniques, but
with weft color subtleties carried over from earlier
Theo Moorman pieces. Each weft is composed of
fine wool, mohair and lightly textured yarns of
different colors that Peg plies rogether on her
spinning wheel, adding the luster of surface tex-
ture to her color palette.

Suzanne Kjelland

Suzanne Kjelland's piece, Sunscape reflects
here love of color. “Color theory is the basis of my
work. The whole process is very analytical. It cells
me what to do in the design process and later it

tells me why something has gone wrong.” Su-
zanne feels this structure gives her freedom. I
tell my students that without banks there is no
river and that without limitations there is no de-
sign process.”

Suzanne likes to use colors few people work
with including cotors which she herself may have
a strong prejudice against. “When success comes
with these colots, it is especially sacisfying.” She
begins by dyeing a series of gradations. *1 like to
start with order and then introduce contrast. I 1
start with contrast first, I'm lost.” Suzanne has
dyed as many as nine hundred colors for a single
quile design to achieve her desired effect. The
value gradarions she used create a sense of light
in her work. She finds this a powerful and posi-
tive effect, both as an expression of herself and as
an expetience for the viewer.

In the quilt, Swmicape, illumination is
created in an abstract geometric pattern. The
many color gradacions (yellow to orange to red to
magenta) were created in the dyepot. Suzanne
combined two hues, yellow and magenta, ac-
cording to the Weber Fechner Law. This law cre-
ates visually equal steps by combining colorts in
proportions based on a geometric progtession. '
In these gradations the light appears to flow from
the lightest value to the datker colors. The con-
trast between the upper and lower halves of the
quilt shows how much more dramatic the effect
is when the gradations radiate from a single point
of light, as they do ar the bottom.

As to the effect of color temperature,
Suzanne commented that just looking at the reds
and oranges in this quilt make you feel 10°
warmer!

1. You can read more about the
Weber Fechner Law in Albers,
Joset. Intergction of Colorr. New
Haven: Yale University Prews,
1963, pp. 34-98.

“Sunscape,” by Suzanne
Kjelland, 8 x4'. 1982.
Collection of Mary and
Hal King. Photo by Ken
Wagner.
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Boundweave

Learning from the Past
R e

INANAA,

by Phyllis Waggoner

AST FALL, 1 artended a chamber music
concert where a Mozart string quartet
was performed. The program notes told
how Mozart, in his eatly work, followed
the musical forms set by his famed

teacher Haydn and that Haydn in turn, referred
to the work of his contemporaties and predeces-
sots as he developed the classic string quartet. |
thoughr about how the process of studying the
past and recycling it into one’s own work is com-
mon to all creative disciplines.

Boundweave has taken me on such an ad-

shafts that can be used for the threading ranges
from three to cight, with the eight end repeat on
four shafts being the most common. It has been
interesting to learn that in Sweden this popular
threading has many distinct treadlings and
names. With a balanced tie-up, it 1s woven with
one weft as a wwill and known as Kormdri/l,
Rosepath woven overshot-fashion with a pattern
weft and tabby binder is known as wanfig
rosenging. Rosepath treadled on opposites and
woven with two different colored wefis is called
moisatsrosenging. When the shafts are treadled

venture. It began with my search for a loom- ' 50 that the weft goes over only one warp at a time,
controlled threading that would produce flame ~ Bound rosepath coverler  the weave is called bunden rosengéng.
stitch-like color effects. [ prefetted a weft-faced woven on a 3 shaft A close relative to bound rosepath is £roé-

weave because it gave me mote control over the ~ "Separth threading, from 4,07 3 Norwegian boundweave. The most
Skane, Sweden, in the

manipulation of color relationships. After much collection of The common threading on which it s woven isa three
experimentation, reading and discussions with American Swedish shaft point twill with one shaft treadled ata time.
other weavers, I found that by repeating a trea- Institute, Minneapolis. Double krokbragd is woven on three- or four-
dling sequence over and over, a boundwoven Note back view showing shaft double-point twill drafts, also with an un-
texile could be woven on many different thread- fong weft floats. balanced tie-up. In all probability the “purists”

ing systems. I also learned that the point twill would say that bunden rosengdng and krokbragd
and overshot drafts provided as many design are the only rrue forms of boundweave.
blocks as there were shafts in their threadings, As part of my research on boundweave I had
thus providing the weaver with an optimum the pnvllegc of studying the bound rosepath tex-
number of possible color combinations. Eventu- tiles in the collection of The American Swedish
ally 1 encounteted bound tosepath and have Institute in Minneapolis, Minnesota. It is
found in it a limitless opportunity for variety in difficult o describe my emotions as 1 examined
design and arcistic expression. these old treasures which are so finely woven and
Rosepath is one of the Swedish “art weaves,” well worn. Their makers were skilled in spinning,
with a history that dates back over four hundred dyeing and weaving and their work continues to
years. Its popularity stems largely from its poten- instruce those of us who see it today.
tial for creating colorful parterns, including the Many of the pieces in the [nstitute’s collec-
rows of stylized flowers for which it is named. The tion appear to have been used as wall hangings
rosepath threading draft is a point twill followed or covetlets. Some were woven in two sectiofs,
by an end on the first or last shaft, depending oo each about 22" wide, and then seamed together.
where the threading begins. The number of The “hand” of the coverlets is supple, almost
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spongy, while cthe wall hangings are more firm,
The wefts for all of these pieces is single spun,
usually wool. Occasionally a natural colored
linen 15 also used. The warp is either plied linen
or cotton about the grist of 2 10/2 linen, with
setts ranging from 10 to 12 ends per inch. Thete
appear to be several distinctive pattern systems ac
work, such as the use of simple 2-color parterns
separated by areas of a single color, more
elaborate bargello-like color sequences, and ex-
tensive use of samplet-like compositions showing
a varnety of patterns,

In my library 1 have gathered together a
number of books with sections on bound
rosepath, many of them published in Sweden.
Although I am not fluent in Swedish, I could eas-
ily understand the pictures and diagrams. A 1983
Swedish publication, Bunden Rosenging, by
Inga Lisa Petersson and Bigit Jansson has been
an especially valuable resource. [t contains many
beautiful photos of antique bound rosepath
covetlets as well as contemporary reproductions.
At first I was puzzled by some of the old treadling
notes included in the “Gamla Ménster” (“old
patterns”) chapter. They showed the regular
boundweave treadling sequence of lowering one
shaft at at time, using counterbalanced looms
with a sinking shed. Occasionally, however, two
treadles were tromped simultaneousty to make 2
tabby shed. I finally realized that this was a short
cut for weaving owo sheds of the same color with
one shot. Whenever the pattern called for a color
to fall in both sheds 1 and 3, tabby # was wea-
dled. Tabby & was treadled if the same color was
10 be woven in both sheds 2 and 4. This con-
densed treadling sequence saves yarn and weav-
ing tme and equalizes the tension difference

that exists berween the front and back. After ex-
perimenting with this “tabby substitute” 1
learned that boundweave need not be treadled
faithfully in the same sequence. Aslong asall the
shafts for one row are evenrually covered, the
tteadles can be trtomped in any order, and when
possible, a tabby treadle inserted. This procedure
is useful when weaving areas of a single color, be-
cause weaving them in plain weave changes the
texture too drastically. With a four shaft thread-
ing, eadle 1, 5 (2,4}, 30t 2, 2(1,3), 4 with one
weft.

This treadling short cut reminded me of
something Peter Collingwood wrote in The
Techniques of Rug Weaving. He points out that
a straight twill threading on four shafts can be
woven as a three-shaft point twill keokbragd by
lifting shafts2,3,4/1,2,4/1,30r 1,3,4/1,2,3/2 4
(jack loom, rising shed). In essence the tabby
treadle connects shafts 1 and 3 or 2and 4, causing
them to operate as if all of their warps were
threaded on one shaft, perhaps an early form of
shaft-switching. When applied to the four-shaft
rosepath threading, reducing it to a three treadle

Bound rosepath coverlee
woven on a d-shafr
rosepath threading, from
the collection of The
American Swedish
Institute, Minneapolis.
Euch pattern 15 created
using only two colors.
Note back side of weaving
on left, showing long weft
floacs.

Rosepath Threading, Tie-up and Treadling for Boundweave

N T L] I S
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\. . '
. 2
8

These four weft shots pack together to form one row of weaving.
Therefore to actually weave a pattern like the diagram, the
color/treadle sequence would be:

ID 2L 3L 4L
IL 2D 3L 4L
IL 2L 3D 4L
tL 2L 3L 4d

When the same color is to be woven on both shafts | & 3 or 2 & 4,
substitute a tabby treadie.

Tabby a replaces treadles | & 3 and tabby b replaces 2 & 4.
1D bL 3L repeat
2D at 4L repeat
tL bL 3D repeat
2l al 4D repeat

This shortcut saves time and yarn.

Converts to Plain Krokbragd on 3 shafes

If treadle |, b, 3, sequence is repeated, one can weave the same pat-
terns that are possible with a 3-shaft krokbragd threading.

Converts to Double Krakbragd on 3 shalts

A treadling sequence of 2, a, 4 produces 3-shaft double krokbragd pat-
terns.

SPRING 1986 [ 45




sequence, the draft becomes a three-shaft double
krokbragd.'

My early bound rosepath rugs were woven
before I had learned about the option of sub-
stituting a tabby shot within the treadling se-
quence. Designing the patterns was great fun,
but after the rugs were removed from the loom
1 discovered a tension problem which caused
them to curl at the ends. The culptit is the nature
of the weave structure, with the weft passing over
each warp individually on the front and Aoating
over many warps on the back. My efforts to con-
trol this preblem included fine-tuning the beat,
adjusting warp tension, moditying the warp/
weft tatio, bubbling the weft differendy and
blocking the finished rug. All of these things
were helpful but the real secret was to use a tabby
shot whenever possible duting weaving. This
equalizes the tension berween the front and back
and reduces the number of wefi floats. The three
shaft krokbragd three-treadle sequence contains
atabby shed: hence, pieces woven on this thread-
ing do not curl.

Qver the past two years | have woven a series
of rugs on a 12/6 seine twine warp set at 8 ¢.p.i.
and threaded in a 4 shaft rosepath draft. A float-
ing selvedge is added to keep order among the
wefis as they appear in the various sheds at the
selvedge. When weaving with a floating sel-
vedge, the shurtle enters the shed over the float-
ing selvedge and exits under it. There are numer-
ous ways to deal with the wefts at the selvedge
which must be worked out during the weaving.
One solution is to carty only the color thart ap-
pears in the block at the selvedge over the floar-
ing selvedge and exit under it while bringing the
remaining wefts undet the floating selvedge,
both as they enter and exit. This procedure re-
quires the floating selvedge to be wrapped peti-
odically with the “selvedge” color 1o compensarte

Contemporary 4-shafe
double krokbragd wall
hanging, woven in
Norway, from The
International Design
Center, Minneapolis.
Linen warp, wool and

linen singles in the weft.
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for the absent wefts. Watch the back of the weav-
ing when shurtling the wefts in this manner be-
cause occasionally the repeated “dropping” of a
weft will cause a warp end near the selvedge 1o be
missed entirely. However the selvedges are
woven, care must be taken that consistent actions
ate practiced so that the finished piece is woven
the same way throughout.

I'was not able to satisfactotily determine the
selvedge shuctle sequence on the old bound
rosepath coverlets. Undoubtedly they were not
woven with a foating selvedge because the pat-
rerns extend over the edge, and with a floating
selvedge an exura block is created that is nor al-
ways incorporated into the setvedge block. The
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Fragment of a 4-shaft
bound rosepath coverlet,
from the collectien of The
American Swedish
Insticute, Minneapolis,
Some parterns were woven
using three colors, others
with only two.

Four-shaft bound rosepath
coverlet, woven in two
sections and sewn
together, trom the
collection of The
American Swedish
Institute, Minneapolis.

I. Elmer Hickman . in his 1948 monograph on Krpdbrag e, commenss about the luck of writien informa.

vion aboun this weave, He says”

. it is missing from practically all the Swedish weaving books, even

though the back cover of the Swedish pub]ication Falmygren s Vivbok shows an excellent volur reproduc.

vun uf Krokhragd in 3 harness weave.

" The tant cover ab this book shows a 4 shaft hound rosepach wews-

ing. Ir appears thut the front and back covers were woven on the same warp. The back coverwas prahably
treadled with the 3 treadle sequence that uses 4 tabby shot.
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antique pieces wete usually woven with only rwo
colors at a time and so the weft arrangement ar
the selvedge was woven in their natucal se-
quences. Because the wefts are so fine the differ-
ent color combinations and floats at the selvedge
are not visually bothersome.

The weft 1 used in the rugs illustrated in this
article was a two ply mill end, 900 yards/Ib,
which was hand dyed either with synthetic ot nat-
ural dyes. In her wotkshop on loom-controlled
designs for rugs, Clotilde Bartett suggested pre-
washing rug wool wefts. This is especially useful
for mill ends and coned yarns that have been
compacted. The yarns bloom, making the sur-
face of the textile very pleasing in appearance and
texture, The use of one type of weft for the entire
weaving contributes a unifying element to the
plece.

Folk art of all media and genre provides me
with inspiration for pattern and color combina-
tions. I have found the bordets of oriental rugs to
be helpful in visualizing ways to combine pat-
terns of different scale and complexity. One of
my favorite books for ideas is Spanish Textile Tra-
dition of New Mexico and Colorado, published
by The Museum of International Felk Arr in
Santa Fe, New Mexico. Since my tendency is to
use every possible patiern and colot combination
in one piece, this book helps me exercise restraint
while visualizing different pleasing compositions
by illustrating so many paticrned rugs within s
pages.

Most of my designing is done at the loom.
This is risky business because one must remem-
ber thart usually the finished piece will be viewed
from a greater distance than that from which it
is seen by the weaver. Color and partern combi-
nations that look interesting up close will often
blend together as the viewer moves farcher away.
T have found value contrast to be the most impor-
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Boundweave 4-shaft
rasepath wall hanging
woven by the author.

Weft yarns are colored by
natural dyes. Note how
value conteast in the weft
produces eye-catching
patterns.

A

Far left: Detail of
boundweave wall
hanging woven by
the author on che
SUMme warp s piece
at right. Some of
the patterns were
woven using the
tabby shoricue.

Boundweave wall
hanging woven by
the author on
4-shafi rosepath.
Warp is 12/6 seine
twine, sett at
8 e.p.i. Weftis 2
ply wool. The ir-
regularly dyved weft
is teminiscent of
color vatiations
found in oriencal
rugs. Hearis ate
traditional Scan-
dinavian motifs.
Finishing tech-
nique is the woven
edge from Baizer-
man and Searle's
Finishes in the
Etbnic Tradition,
p. 10,

tant color dimension 1o consider when choosing
colots for this weave. For those who have read
Drawsng from the Right Side of the Brain, tet me
suggest that designing at the loom is a good
right-brain exercise. The weaver must visualize
which sheds the colors must appear in to form a
pattern and make spatial judgements abour ex-
tending the designs relative to the whole compo-
sition,

Finally, I encourage the weaver to consider
the warp color and finish as important visual cle-
ments within the total appearance of the finished
piece. The warp color should be integrated
within the color palette of the weaving and the
warp finish should reflect the character of the
weaving. If, for example, fringes appear to be too
ponderous or fussy, then pethaps a Philippine or
woven edge would be more suitable. When
finishing edges, wotk on the wrong side of the
rug because it is casier to draw the warps back
into the piece from this side.

One of my favorite college courses was His-
tory of Furniwure Design. In our study of 18th
century furniture, we learned how the refined
designs created in Paris were interpreted in the
provinces far from the “style center.” The provin-
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cial craftsmen used local marerials and adapted
the Louis XV style to suit the needs and tastes of
their customers. Often 1 am feminded of this
phenomenon when I see influences from distant
style centers evident in creative wotk. It is intrigu-
ing to study the evolution of boundweave from
its past to the present, both in Scandinavia and
on this continent.

Last summer I entered two bound rosepath
rugs in the 4th Annual Weaving in the Nordic
Tradition contest held at Vesterhetm-The Nor-
wegian American Museumn in Decorah, lowa. |
was honored o learn that [ had been awarded the
first prize. It was intetesting to note that there
were many bound roseparh and krokbragd en-
tries, indicating that many weavers are interested
in boundweave. Here is one more instance of a
vencrable old art form chat is interpreted by con-
temporary artists and incorporated into their
wotk. This summer Vesterheim is offering a class
in Krokbragd, July 18 through July 23, raughe by
Norwegian weaver Astrid Lirhus.
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The sock top loops are chained together (frgare
1). Pull on the loops when chaining them so the
koots will flacten out as mauch as possible. The
loops add texture to the weaving, becoming a
prominent part of the rug’s design. A chain of
20-25 loops is an easy-to-handle wefr long
enough to fill up a rag shuttle. The weft chains
can be joined to form stripes or a random color
pattern. The rug pictured hete used wo shades
of blue, two shades of gray, white and off-white
in both random and solid-color striping.

A small heading in carpet warp was woven
ateach end of the rug, and the cotton warp fringe
was finished in overhand knots.

A 10 e.p.isett made a fairly thick rug. Any
sert from 6 to 10 e.p.i can be used. The thickness
of the rug and the amount of weft material need-
ed increase with the lower setts,

Sock top rugs are very durable. They can be

Sock Top Bathmat

woven by Paula Pfaff

Cotton sock tops are a novel rug weft materidl, and produce a thick, flufly rug or bath mat.

washed in the washer with warm water and a
mild detergent, and hung to dry.

Size: 30" x 48”
Warp: cotron carpet warp (1 tube).

Weft: 4 pounds cotton crew-sock tops from Cot-
ton Clouds.

Sett: 10 e.p.i., 30" wide.

Weaving: Use a plain-weave or twill threading
and a plain-weave treadling. Weave a one-inch
heading in carpet warp before starting with sock-
top weft. End with a carpet warp heading. For
best tesults, keep the loom tension very tight and
beat before and after each shot. Measure weaving
with tension released. Allow for 10% shrinkage.

Sock top samples in 40 colors are avarlable for
$2.00 from Cotton Clouds, Rr. 2, Desert Hills,
Safford, AZ 85546.

lopp ! loop 2

S I

STEP {

Lay loop 2 on top of loop |

toop | g loop 2

STEP 1
Bring the end of loop 2
through laop 1.

T

TEPr 3

Pull loops taut so knot is tghe.

Figure 1. Chaining the
sock top loops

PHOTO BY JILA NIKPAY
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Sauna Towels

limen

woven 1 sof, absorbent fow

by Judy Freeberg

ROM THE TIME 1 started weaving, my
husband has stood patiently by while 1
accumulated assorted looms, weaving
equipment and stockpiles of yarn. He
has been my critic, consultant and
source of encouragement for both the ex-
perimental projects that [ keep in rthe closet and
for those that can be proudly displayed or worn.

I decided it was time to weave something for
him. A garment or a table runner did not seem
appropriate. He had built a sauna in our base-
ment, so it was logical for me to weave towels
with Finnish linen. Tow linen is very soft and ab-
sorbent and would add color to the sauna room,
Because a sauna is hot I chose to use cool colots
of blue, green and purple.

The nacural unwashed tow linen yarn is
usually recommended as a weft yarn only. With
some patience and special handling, it can be
used as a warp. On some looms it works out best
to bear with an open shed when using the #4 tow
linen as warp. A lot of lint from heddle and reed
abrasion appears during the weaving, and to
keep this at 2 minimum, it sometimes helps to
spray the warp with water ot spray starch during
the weaving. The lint collects where there ate
thick parts on the thread, so those areas have o
be watched for breakage. Little knobs can be
gently removed with your fingers.

These thirsty linen towels become softer,
more absorbent and more beautiful with use. Al-
though tow linen textiles are washable, a great
deal of lint comes off during the first few cycles.
They should be washed separately from other
clothing for several times, and never with syn-
thetics. Hang-dry linens and press with a hot iron
while still slightly damp.

For three towels in a 2/2 twill weave, I used
five 8 oz. skeins (3170 yards) of tow linen from
Finland (available from Schoolhouse Yarns and
Miranda Imports). Finished size of each towel is
25" wide and 45" long.

Warp: 180" long (includes 36" loom ailowance)

Color order in Warp:
blue-50 purple-30
grey-3 grey-3
green—12 green-24
grey-3 grey-3
purple-24 purple-12
blue-3 grey—3
grey-80 blue-64
blue-3

Reed: 12 dent reed

Sete: 12 e.p.i.

Width in reed: 26 Inches— 317 warp threads
Color order in weaving:

4" blue %" blue
“" grey 21" purpie
1" green 2" green

2" purple %" grey
Yi" blue 1" purple
28" grey 6" blue

In addition to the three towels, weave an addi-
tional 3" for hanger loops.

Weaving: A lot of lint tends to collect at the thick
parts of the warp threads, but it can carefully be
picked off while weaving. Broken warp threads
can be a problem, but if the fell line is kept close
to the beater (warp will be advanced often asare-
sult) there will be less friction placed on the warp
threads when beating.

Finishing: From the 3" strip, fold each cut warp
edge to the center, then fold in half, stitch open
edge by hand or machine. Cut threc 8" lengths
to form a hanging loop. Make a %" hem at the
end of each towel, stitch by hand or machine. In-
sert the cut ends of the Joop into the top hem be-
fore stitching. Machine wash separately (more
lint} in warm warter. Dry in dryer, cool setting,
unul damp. Press with a hot iron.
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FASHION TRENDY

by Susan Hick

~SUMMER

PRING AND SUMMER evoke thoughts of
freshness and renewal, nowhere more evi-
dent than in the wotld of fashion. Re-
newed ate the holdovers from last season.
The rurtleneck has cutaway shoulders.
Leggings and stirrup pants are not completely
out, despite what the fashion gurus may say. Nei-
ther are ample big shirts and roomy knit tops, al-
though now these might be belted or have the
front shirttails tied above the waist. Returning,
100, are sarong skirts, halters, and dusters.
Fresh are body-conscious clothes, accom-
plished with bared shoulders, emphasis on the
waist or an clongated torso, fit through the hips,
or merely atming toward slimness in general.
Any one or all of these qualities may be incotpo-
rated into a single outfit, so at least one part of
the body looks slim and sleek. None of this
means, however, that comfort and ease are sa-
crificed.
i An obvious way to show off the waist is to
betr it, and it seems that every piece of clothing
can have one. Some belts are wide, even wrapped
such zs the modifted obi sash: others are narrow.
One could choose a shotter sweater or a cropped
top that accents the midriff. Tty hip ribbing on
skirts or pants. A wrapped sarong-style skirt with
its draping is a natural, or simply tie a triangular
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scarf at one side and lee the third point hang
down art the other.

Those of us withourt great waists can accent
the area without distress by utilizing such illusory
techniques as artfully placed tucks and pleats,
gentle shirting, or just plain clever seaming
details.

Uncovered shoulders come courtesy of ban-
deaux, bra tops and straplessness, and the previ-
ously mentioned T-necks and hatters. Con-
versely, shoulders on dresses, sweaters, and
jackets are slightly extended and rounded, with
the gentlest of padding.

Jackets are meant to be worn oot only wich
skirts and pants but also over dresses and jump-
suits. They can be short. They can be long and
fitted over the hips. They can be cut with the ease
of a shirt and pethaps have an encased draw-
string. Then again, they might be fitted through
the bodice and end in a saucy little peplum.
Sleeves range from firted to just wide enough to
roll up a bit, to those influenced by kimonos. The
newest jackets are collarless with round necklines
and button frones, or are cardigan-style. Once
again the long ones go with knee-high skirts or
shorts,

Avant pants are wider, sometimes with a
hint of tapering and other times flared as for
sailors. Even dhoti pants are shown. The pants
usually stop just short of the ankle. Shorts are for
all facets of life, sports and city wear and even-
ings. Choose from all variations, including tight
bicycle shorts, bermudas, and culottes. The most
tecent of the latter are wide-legged, cut on the
bias, and worn with short jackets.

These days sweaters and sweater sets are in-
tended for wearing the year around. Thin ones
are tucked into waistbands; bulkier sweaters, of
course, stay out. The marching duos may both be
cardigans, the one worn closer to the body re-
maining buttoned. No macter what the style, the
inner sweater is eithet beleed or tucked in.

For several seasons printed textiles have
been urged upon vs. To take advantage of them

we can borrow their colorations. Norice that a lot
of the backgrounds are strong, bright candy
colors—lilac, pink, red, orange, yellow, green,
teal —plus white. Pick one and add splashes of
some of the others or add lime green, fuchsia,
rich biue, antique gold, jade, or rurquoise. Then
use the print to line a garment,

If these mixtures are too outrageously jar-
ring ro suit your eye, employ the same method
to put together clear pastels and thus achieve
subtler effects. Still color-shy? Use the neutrals to
tone down the others or use them alone: ivory,
sand, taupe, silver, stone, charcoal, navy. For the
uitimate de-coloration combine black and white,
crisp and spare and classic.

Maost of the excitement in fabrics for Spring
and Summer comes from color, which goes into
coordinating stripes and plaids, small checks and
large checks, and posirtive / negative effects. Shin-
1ness continues to come up a winner. Jersey is fa-
vored because it lends itself so well to the supple-
ness of the clothes. Denim makes a comeback.

Textures are hard to find. There are crinkly,
deliberately wrinkled linens and silks, and there
is a pebble-surfaced fabric which is the result of
a closely sett broken cwill rib weave. Add a few
Bedford cords, piques, and laces, and that's
about it.

So experiment with pattern mixes, use jer-
sey as trim, pair a handwoven with denim, or try
for a denimlike look in something other than
cotton.

Many of the fibers used now create things to
wear nine months of the year, making fabrics
quite transitional in nature. One thinks here of
the very lightweight “tropical” wools, gauzes and
crepes. Even cashmete’s season is extended. This
1s good news for those who have to live with short
Summers. Less linen is shown this rime around.

Over all, the fashion gimmicks are few.
Clothes today are meant to show off the body
morc than in the recent past. In spite of that ob-
servation, from lean to voluptuous there is a fit
for every figure.
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(i Cadlx

HEN THE OWNER OF a classic au-
tomobile decides to restote it, he
is faced with many preblems, not
the least of which is whete to find
fabric to match the original up-
hoistery and trim. The paossibility of getting just
the right material from a decorator is precty slim,
and the amount needed is too small for a mill to
set up a run. Steven Nanini found all this out
when he set out to restore his 1930 V-16 Cadillac
Landaulerte. After contacting several fabric sup-
pliers, including textile mitls, without success,
someone suggested he talk to a handweaver. This

by Jacquie Kelly

1930 Cadillac
Landaulette.

led to the most interesting year of weaving I've
ever had, and the most challenging.

A Landaulette is a limousine with a fold-
down top over the passenger seat only. This par-
ticular car uses the same fabric for all the uphol-
stery {except the chauffeur's seat), as well as the
headliner and rear door panels. In addition,
there are several related styles of decorative
bands, calted “windlace,” These bands form the
door and window seals, carper and upholstery
edgings, and trim the doors and the back of the
chauffeur's seat. Steve brought me a footrest,
which had carpet (fortunately still available com-
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mercially), upholstety and cording, that pro-
vided a fair sample of what needed to be
replaced. He asked, “Can you duplicate this?” At
this point all I could do was say,"[ think it's pos-
sible” and arrange to obtain samples for analysis.

Analyzing a well-wotn piece of upholstery is
very different from the prckout' examples shown
in books, and from most handwoven fabrics.
This upholstery was a very tightly woven fine
check of two shades of gray wool, producing a
fairly simple color cffect. The first obstacle was
the extreme density of the fabric. Not only was
ic very closely sete, but over the years the wool
yarns had compacted until they were almost
felted, especially on rhe back side which was
mounted directly over a hotsehair pad. To more
clearly see the structure, I shaved both front and
back of 2 2" square piece, using an old electric
razor to remove the fuzzy surface.

I examined the cloth with a magnifying
glass, locating the repeats and marking a section
of about two repeats for pickout. Using a 10
power linen tester, I selected several samples.
Each weft intersection (or was it a warp? — chere
was no way to tell) was recorded as over or under
the watp, noting the color of each end and pick,
as well as the scructure. Aftera couple of pickours
produced the same resulss, indicating a 12 end,
12 pick repeat threaded and woven alternately
dark-light, [ fed the results into my computer's
analyzer program. To my great surptise, it said |
needed 9 shafts and 8 treadles. This seemed most
unreasonable, so [ went back to the samples for
yet another pickout. Sure enough, one pick was
wrongly recorded. T went back to the computer
again, and this time it showed 8 shafts and 8 trea-
dles. I confirmed this result by double checking
the pickout chart, and then by doing a manual
analysis. Only 8 shafts and 8 treadles were te-
quired for this weave, but it certainly was a
strange looking draft!

When you stop to realize thar this first draft
is from start to finish of the pickout, which may
have been begun anywhere within the repeat,
both warp- and weft-wise, it is not surprising that
some rearranging is needed before it is ready to
use, Compurer analysis is great for showing how
many shafts and treadles are needed for a struc-
ture, but the threading may very well not be the
one you want to use. In this case, rotation of warp
and weft to a new starting poinr produced a
threading and treadling draft of 2 manifold twill.
The tie-up is rather unusual. It is related to dou-
ble weave, and causes only 8 of the 12 ends in the
repeat to appeat on either side, with more light
ends o the face and more dark ends on the back
of the fabric. Therefore a drawdown, whether of
structure ot color effect, does not give a good vis-
ual representatcion of the fabric.

Analysis of the windlace posed some differ-
ent problems. The pattern is of very short pile
loops in black and gray, abourt 30 per inch, and
was teadily charted on graph paper. Relating the
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pile warp to a ground warp of cotton, an overlay
watp of shiny rayon and wefr-faced cord between
sections on the wider bands was more difficult,
especially at the beginning when I had only the
very worn cording from the faotrest to work with.
Later I obrained samples of the other types of
windlace, most of which were in pretty good con-
dition.

The main pattern element, used in all of
the windlace, was 7 units wide and 18 rows in
length, combined with various bands of plain
pile and “satin” cords. The structure of the wind-
lace required three sepatate warps, and each end
of the pile warp would need to be tensioned in-
dividually. Tracing the interlacement of these

L *“At times, one is faced with a swarch ot small sample of al-
ready woven goods from which z drafi muse be reconstructed
50 that the weave may be reproduced as is or adapred in some
way. The analysis of the sample is called picksng owt, and it
involves literally picking out the yarns from the swatch in the
exact order in which they were woven and writing the weave
draft from this by indicating warp risers and sinkets on paper
exacly as they appear in the sample.” (Emphasis added. } Al-
ien Fannin, Handloom Weaving Technology, 1979.

Figure 1. Draft as derived
from che pick-out. The
steucture is correct and

identical with that of
figure 2, bur entering and
treadling orders are not
the same.

Figure 2. Revised draft
with light and dark wacps
and wefis indicared.
Drawdawn shows colot
effece, not strucrure.

LR 2N ]
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LN IR

s e

Figure 3. Basic pattern
chart far the windlace.
Used in various combina-
tions for all six eypes of
trim.
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Clockuise: Upholstery
Fabric; small cound
cording {carpet binding
is the same but has anly
one tape edge); lap robe
teim; door toim; rear
window seal; flat trim
for door pancls and
back of chauffeur’s seat,
tritn for hand grips.
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Figure 4. Draft for small
round windlace. Pile warp
is threaded on shafts 1
and 8 in separate heddles;
“U” indicates open-top
heddles for solid gray
stripes, The ovetlay warp
s on 2 and 3, with
borders for the pile sec-
tien on 4 and 5, both of
sewing thread. The 10/2
ground warp is threaded
on shafts 6 and 7. Picks
1, 2, 6 and 7 are ground
weft of 10/2; 3 and B are
pick-up only; 4, 5, 9 and
10 are sewing thread.
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three warps was very difficult, and since it ap-
peared that [ would not be able to exactly dupli-
cate the original structure with available equip-
ment, | concentrated on copying the appearance
of the original in a sttuctute that could be woven
on on¢ of my looms.

Working with the narrow cording, I eventu-

ally devised a draft on 8 shafts which controlled
everything except the pile pattemn itself, which
would have 10 be woven as hand pick-up. Since
forming the pile requires inserting a series of fine
rods in several successive sheds anyway, this only
meant that those rods would be used to pick up
the pattern as they were put in place.

The next step was to make samples of both
the upholstery and the windlace to confirm the
accuracy of the anatysis and drafts. [ began with
the upholstery, using some 2/18s and 2/20s
worsteds which were on hand. These were near
enough in size to approximate the original yarns,
and could be finished to check shrinkage and
fulling.

First, samples of the windlace were done on
a table loom, with both the ground and overlay
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warps wound together. The pile warps were sus-
pended over a makeshift second back beam, each
end on a weighted bobbin. Even the narrowest
windlace, only %2 ” in the pattern part, tequired
22 bobbins, and there was a lot of snarling as the
work progressed. A beteer solution would have to
be found, especially since the widest pieces
would require 60 bobbins. But the drafts
worked, and I knew that I could weave both up-
holstery and the windlace.

Now my task was 1o find yarns as close as
possible 1o these original ones. The search took
several weeks, and required contacting sorne 40
suppliers. There is not a great variety of really fine
wools available to the handweaver in this coun-
try, and at the sarne time, the number of shades
of gray is far greater than [ would have believed.
The color of the upholstery yarns had to go with
the carpet which was purchased from the same
company which had made the original, and was
the best match available today.

Two yarns were used in the original uphol-
stery fabric: a 2-ply marl of natural and light gray
worsted, and a darker woolen singles, slightly
heavier. Both were very fine: the 2-ply about
2/28s10 2/ 325, the singles about 1/16s. The pile
warp for the windlace was 2 ends of extremely
fine 2-ply wools, but sampling showed that yarns
suitable for the uphoistery would also work. The
ground warp was 10/2 cotron, readily available,
but the fine rayon overlay warp was impossible to
locate, so a highly mercerized cotton sewing
thread was substituted, with good results.

To try as many combinations as possible, I
ordered one each of the smallest put-up of yarns
I thought might work, including sizes from
2/15s to 2/ 28s and the few fine singles available,
and wove samples. The yarns chosen 1o weave the
reproduction fabric were a 2/18s light gray and
a 2/20s dark gray, not quite the same size as the
original, but a very good color match for the new
carpet.

The yarns selected for the upholstery were
worsted, and could not be made to full so closely
as the original. Therefore they were setc at 56
¢.p.i., (alternately 3 and 4 in a 16 dent reed),
which yielded very close to the 60 e.p.i. of the
original after finishing, although the cloth was
not as thick.

The very dense sett and the 25 yard length
of warp needed raised another round of prob-
lems to solve. There were nearly 2,600 ends in the
warp, and the close sett meant a lor of friction
and wear on the threads. To spread the warp ends
evenly on the shafts, I rewrote the draft for a
straight draw on 12 shafts. This also simplified
threading and treadling. A production sample,
18" wide and 2 yards long, had frequent break-
age on the selvedges and quite 2 few ends in the
center of the warp just came apart, apparently
from abrasion. Unless the warp was very tight,
many sheds were not clear, leading to breakage
when a shuctle hit an end left in the middle of

the shed. The selvedge problem was cured by ad-
ding 4 ends of 10/2 cotton on each edge. These
were wound on a bobbin weighted 1o the same
tension as the rest of the warp, threaded on shafts
22and 8. The problem of abrasion within the warp
was solved when Texsolv™ polyester heddles were
substituted for the cotton string heddles which I
had been used for the sample yardage.

Anyone who has put on a long, wide warp
will know the problems in actually winding on
this warp. There was no question thac the warp
had to be beamed before threading: one pass
through the heddles was enough to demand of
the fine, soft warp ends. Using a large vertical
warping mill, the warp was made in six chains of
432 ends, each weighing just over two pounds,
using eight cones of yarn {four each of light and
dark gray) at once. In preparation for beaming,
the warp was spread in a raddle, and a stout rod
slid through the end loops and snitched to the
warp bearn apron.

I recruired my husband and daughrer, both
experienced in beaming, to hold the warp, and
started winding on. In just a few minures we all
knew chis was not going to work: There was sim-
ply roo much yarn placed too closely together to
maintain an even and adequate pull on the warp.
To provide this pull, constant tension on all
chains was needed. An article in the Scandina-
vian weaving magazine VAV (No. 2, 1984)
provided the idea for a way to do this.

Each chain was led from the raddle across
the room and over the castle of another loom,
where it was hitched to one side of a horseshoe.
The other side of the horseshoe held a stout bag
containing weights. After experimenting, we
ended up with five pounds of weights in each
bag. There was room to wind on about a yard of
warp before the horseshoes got near rhe top of
the castle. The hitches were undone, warp un-
chained and rehitched, and the lease sticks were
moved back, ready to wind on another yard. This
was still a slow process, but it was steady and con-
sistent. Since the warp was under constant ten-
sion except for the time the chains were being let
down (only one at a time —'eth of the warp),
the finished warp was very even and wove off
smoothly. The use of a temple while weaving
kept draw-in to a minimum.

Usually I inish handwoven fabrics at home,
but it was not possible with this yardage. There
were owenty-four yards of raw fabric, 457 wide,
which had to be finished in one piece, since there
was no way for me 1o tell where it would be cut
by the upholsterer. A commercial laundry could
handle the quantity of material, but 1 worried
about how it would come out. Talking with the
manager of a local dry cleaners encouraged me.
He was inctrigued by the project itself and queried
me at length on just how I normally finished
simitar cloth. He said he chought he could dupli-
cate the results, even to air-drying before press-
ing. I delivered the fabric to him on a Saturday,
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feeling as if I were sending a child alene into the
wilderness. | was to return Monday afternoon for
the finished yardage. Bur Sunday afternoon [
couldn't resist a look through the window to see
the “air-drying.” There was all my cloth, draped
in great swags over the pipes which crossed the
ceiling, with each pipe covered with paper to pro-
tect the cloth! On Monday I collected the
finished fabtic — beautifully pressed, rolled on a
tube and swathed in protective plastic — ready for
the upholsterer.

The various lengrhs of windlace were woven
in the ordet needed for use, and delivered as chey
wete finished. There were six different types of
windlace, each varying in width and design, ac-
cording to their use. The trim for the door panels
and the back of the chauffeur’s seat was the
widest and most elaborate, with three partern
motifs. The other types of windlace are func-
tional as well as decorative, with tabby edges of
cotton, varying according to use and atrachment.
The shortest piece was only six feet long, used to
frame the back window, but carper binding and
cording for the door seals required more than 70
feer each.

The windlace was woven on a 24" floor
loom, with 8 shafts and a double back beam.
This double beam was necessaty to separate the
ground and ovetlay warps, which had very differ-
ent take-up rates. A floating selvedge of black
sewing thread was used at the edge of the pile
portion of each band, and the heavy warps which
padded the “cords” in the wider windlace were
also foating. All of these warps were on spools,
weighted by 2 heavy nail through the center, and
secured by a rubber band. Nails and rubber
bands also weighted the pile bobbins, which
were cut from the cardboard tubes used in dry
cleaners hangets. To solve the problem of dis-
uibuting the pile bebbins so they would feed
smoothly and not tangle, my husband designed
and built a detachable rack which spread the
bobbins, provided guides to lead the ends to the
loom, and gathered them into acomb at the back
of the loom rto let them enter rhe heddles at a
reasonable angle. This was built to fic y pareicu-
lar loom, but it could easily be modified for al-
maost any loom and wvsed for a variety of weaves
requiring independent control of warps, singly or
in small groups.

Warp pile fabric needs rods of some kind to
keep the loops raised unril a least three or four
shots have been woven to hold them in place.
The size of cthe rods or wites used for this will de-
termine the height of the pile. The windlace has
very short pile, with uncut loops, so a fine spring
steel was used for the rods. [ used a set of six, each
about 5” long; one of these rods was burnished
so it could be identified as “number one.” Six,
rather than some other number, was chosen be-
cause the pattetn had 18 shots, and the marked
tod provided a ctoss-check on my location in the
pattern. The wide windlace used rwo basic mo-

tifs, with their starting points offset 6 rows. The
diamond pattern in the center of this piece, how-
ever, had 2 9 row repeat so the cross-check
prevented many errors. Alchough the basic pat-
tern was rather quickly memorized, after several
houts of weaving I would sometimes look blankly
at the wotk in front of me, totally unable to
recognize where 1 was. | knew then that it was
time for a break.

Weaving the windlace went very slowly,
from four o eight inches an hout, depending on
the width. Bobbins had to be unwound and let
down after about eight inches of weaving, giving
roe time to get up and stretch.

For each patiern row there are 4 shots of weft
and a pick-up. The pick up was simplified by
threading all the gray ends for the plain bands
through 2 heddles: regular heddles oa shaft §,
with all the rest of the gray ends, and open top
heddles on shaft 1, which carried the black ends
for the partern. Thus, the plain gray came up
whenever the black was raised. Of the 18 pattern
rows, only three had both black and gray in the
same row. The other 15 rows use one or the other,
so only one treadle lift was needed to make the
pick up, which made quite a saving in time.

For most of the bands there was not room to
wind all the finished windlace on the cloth beam.
Afrer a length of several feet was woven, it was
unwound inte a box on the floor beside the
loom, and the band spitaled around the beam o
start again. To hold this restart in place and to
cushion the pile, a narrow strip of velveteen
about 8’ long was wound in with the windlace,
pile sides together. Of coutse, as the new weaving
built up on the beam, the length in the box
spiraled back up, but loosely and nothing
seerned the worse for it. The windlace was
finished by a heavy pressing, with lots of steam
and lengthwise stretching. Two yardsticks on the
ironing board, spaced as wide apart as the pile
pottion, and covered with a heavy terry towel
prevented crushing the pile.

After all the fabric and windlace were sent
to the upholsterer, I made a lap robe, a final
touch of elegance for this special car. In 1929,
when this Landaulette was made, the original
owner had ordered a lap robe of matching fabric
with a custorn monogram. The present owner,
Steve Nanini, wanted these mitials rather than
his own on the new robe. The monogram was
separately woven in doubleweave pick up and
appliqued to the robe which was also trimmed
with a border of windiace and lined with a com-
mercial pile fabric.

A beaudiful old car has been restored for a
new life. I have had a year of challenges, trying
to undetstand and duplicate unknown weave
structures, solving a host of technical problems,
and watching patterns of half century ago come
alive on my loom.

Bibliography

Fanain,  Allen.  Hesdffonms
Wearmng  Techwolagy.
New York: VanMostrand
Reinhald, 1474,

Huouper, Luvher. Hand Loum
Wegwimg. London: Par-
mun; New York: Tap-
linger, 1979 {A Penualic
Baoki.

38 O THE WEAVER'S JOURNAL




FRODUCTY

Review

Miranda Imports

Artissa and Porriare two lovely yarns from
Miranda Imports. The Artissa is their own 2-
ply woal that they hand dye with a color gra-
dation effect. Porri, also a 2-ply wool, isa Finn-
ish product whose colors coordinate well with
the Artissa.

Elaine Geisterfer has used both (along
with 2 third yarn for some contrast) in her
sampler and pronounced them good for tapes-
try because they pack very well. She nated
that the Pérri, because it is the smoother yarn
of the twe, shawed off different techniques
much better. She found that when she wove
with Artissa straight and as is from the skein,
the colors came out in stripes too even for
her taste. So she decided to have some fun
by cutting the yarn up in order to place the
colors where she wanted them. That may
seem wasteful, buc most of the bits and pieces
were eventually incorporatedinto the piece.

My turn. | first wanted to test the dis-
tribution of color in the Artissa, its “stripi-
ness.” The | 0" wide warp was settat 8e.p.i.
for plain weave and woven carefully to square.
Samples one, two, and three were woven
with Artissa weft and number four with Pér-
ri. After cutting them off the loom, | allowed
them to relax for a few days before starting
the finishing processes. Examination showed
that Artissa in the warp and weft produced
a nice suggestion of a plaid, as such yarns can
de. Single colors did not tend to pile up on
one another, nor did one side of the cloth ac-
cumulate more light or dark tones than the
other. The sample with the Porrias weft was
equally pleasing.

Finishing experiments. The tag said
the dyes might bleed, aithough | didn't really
think I'd mind if that happened. All samples
were washed with liquid dish scap. Fabric
softener was added te the final rinse. They
were laid flac to air dry and steam pressed
while still damp. Samples one and four were
processed in caol water, using very little agi-
tation. They gave up some colar, but no real
bleeding occurred. Total take-up and shrink-
age was [0% in warp and weft. Samples two
and three were placed in very hot soapy wa-
ter and worked quite vigorously. A little more
color was presentin thisbath. Then  decided
to shock them by plunging them into cold wa-
ter. In spite of this treatment the fabrics didn't
felt, probably because of the yarn's previous
dye experience. Additional shrinkage was only
about 2% in each direction. A light brushing
of sample three before it dried completely fur-
ther blurred the color distinctions.

Miranda introduces “Artissa” and “Pérri,” used in the samples illustrated. Nos.
1-5 are mentioned in the text. Note that no. 6 incorporates both yarns in a
variety of weaves: a. “Artissa” )| row, “Pérri” | row; b. “Parri” in soumak; c.
“Artissa’ as is; d. “Artissa” plain weave, cut to color; e. “Parri” plain weave; f.
“Artissa” cut to color.

All of the samples proved to be sacisfy-
ing fabrics. Numbers one and four would
probably be best used for throws or scarves,
while two and three, with the extra fulling,
waould make great outerwear or sweater-like
garments. Because of the penchant for using
slightly different colors in warp and weft, my
personal choice would be woven as sample
four and finished as number three.

Finally, some knicting with the Artissa
cried out to be done. tused the suggested size
6 needles. The yield was an agreeable wash
of color across the sample.

Both Elaine and | enjoyed working with
these yarns. Now and then it’s relaxing to sit
back andlet the yarn do the designing, to just
watch the colors come up and see how they
interact.

Artissa comes in B-ounce skeins of ap-
proximately 520 yards and in |2 color fami-
lies that range from subtle to vivid. The Pérri
line has 37 colors and is puc up in |100-gram
skeins. A complete sample card set is availa-
ble for $5.00 from Miranda Imports, Inc,, 2
$ 977 Shagbark Dr., Batavia, ilincis 60510,
The company offers a wholesale discount to
individual weavers with 2 minimum order of
$50.00.

Susan Hick
Elaine Geisterfer specializes in woven tapestries and
walf hangings and teaches her techniques 2t Arapa-

hoe Community College in Littleton, Colorado. Su-
san Hick weaves samples and occasionally manages
to do yardage for clothing and placemats for fami-
ly and friends. Both are members of Fiber Matrix,
formerly a cooperative selling endeavor and now
2 support group.

News
New Yarns

Silk City announces "'Montreaux,” a wool
and acrylic yarn, spun in Switzerland and
“"Rio,™ spun in France and made of viscose,
wool, metallic and nylon. For information: Silk
City Fibers, 155 Oxford St., Paterson, New
Jersey 07522 (201) 942-1 100,

Elite introduces ''La Swa," asilk/wool blend
available in both 3-ply straight yarn and a bou-
cle, in eight jewel tone colors. Also available
is “Fanfare,”” a 100% American wool yarn,
spun and colored by New England factories,
spun on the worsted system and dyedin |5
colors as well as seven coordinating stencilled
colorways. The following yarns are being
phased out: Cashmere #1, Heather #1,
Tamara, Soie, Elegant, Reflectus and Manhat-
tan {natural 1216 and black 1213 will still be
stacked). For information: Elite Specialty Inc.,
750 Suffolk St., Lowell, MA 01854,

North Central Wool Marketing Corp.
PRODUCTS to page &6
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1. Esther Goody. “Daboya
Weavers,” in From Craft 1o In-
dustry, Cambridge University
Press, 1982 82

2. Venmice and Alastair Lamb.
The Lamb Colfection vf West
African Textiles, The Textile
Museum. 1975: 81.
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Inspiration from

HREE YEARS AGO [ traveled ro West

Africa. When [ reviewed the work [ had

completed since this trip, [ recognized

the strong influence that West African

textiles—in  particular narrow steip
cloths —have had on my design sensibilities.
Such natrow-strip textiles may be familiar to
handweavers from an exhibition of the Lamb
Collection of West African textiles held ar the
Textile Museum in 1975 and through the Lambs’
many publications.

These narrow-strip cioths have come to rep-
resent West African weaving perhaps more than
any of the myriad types of textiles produced in
West Africa. Strips are woven on narrow horizon-
tal looms. The sitip size ranges from a narrow
one-inch width to as wide as twenty-six inches,
with the mest common widch being about four
inches. The strips are sewn together by hand or
machine to produce the desired cloth width. The
resultis often a wrappet cloth, which may require
twelve to foutteen sirips, and is two yards in
length.

The continued use of natrow-strip looms,
particularly after European wide-width hand-
looms were made available 10 West African
weavers, has been misintetpreted by many ob-
servers. In her essay on Daboya (norchern Ghana)

West African Textiles

by Elisha Renne

weavers, Esther Goody desctibes the reaction to
a European handloom. The weaver interviewed
indicated that the loom was too wide for weaving
cloth strips. Goody writes, “A shift from narrow
to broad cloth seems no mote radical than a shift
from dyeing thread to tie-dyeing cloth.” Goody
concludes that the decision to maintain the nar-
row strip foom was based on “relations of produc-
tion,” rather than culrural ot aesthetic consider-
ations.

To the contrary, there are very definite cul-
tural and aesthertic reasons for the continued use
of the narrow strip loom. First, small nartow-strip
looms are easily transported and set up and can
be stored during the rainy season when many
weavers are busy farming the land. Therefore
they are “technologically appropriate” for the
West African culture. The second reason is tradi-
tional and to some extent economic. Until the
nineteenth century, nartow cloth strips were used
as a form of currency in some parts of West
Africa.’ Thus, wearing cloth-strip cloths was akin
1o wearing money. Even today cloths of equal
size but made of wide-width commercial fabric
generally do not enhance one's status as do the
more cxpensive natrow-sitip cloths. Further-
more, many traditional events—funerals and
other festivals—require the wearing of strip-
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Figure 1. Coteon blanket from Niger {Fulani?). 54° x 104", Collection of the

woven cloths for ceremonial reasons.

Perhaps the least recognized reason for us-
ing narrow strips, though probably the most in-
teresting for the handweaver, is the increase in
design capacity and flexibility, Sometimes all
strips in a cloth would match across the widch, as
1s the case with the blanket woven by the Fulani
of Neger (figure I). Often, however, strips would
be woven together with offset partern blocks
(figure 2). By using differenily striped and col-
oted strips in asingle cloth, design possiblities are
greatly increased. For example, asymmetrically
striped strips could be pieced together, alternat-
ing lefr and right selvedges, to produce different
striping effects. Rather than having a single wide
warp with one combination of warp stripes, the
use of narrow strips offered an almost endless
source of warp striping combinations, without
having to rethread a whole loom width for every
change.

The design possibilities suggested by the
use of cloth strips are whart intrigued me. The
offset block placement using strips alleviated the
often static appearance of weft banding on wide-
woven textiles. Furthermore, the relatdively nar-
row strips also allowed for considerable freedom
in use of matetials, such as heavy cotton yarns
and rag strips. The bedspread, produced by

National Museum of African Art.

NAPRY ,:h:*': s “;’:ﬂ‘:‘ﬂlﬂ
= Eiﬂ Eﬁi

Figure 2. Cotton blanket from Nigee (Djertna). 627 x 96", Collection of the
National Museum of African Art,
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rather wide cloth strips of 27 inches each, incor-
potated ribbed plain weave, a waffle weave varia-
tion, and plain weave with supplementary weft
floats of casement cloth surips (figure 3). Careful
measurement of design blocks while weaving in-
sured proper matching of strips when they were
sewn rogether.

A smaller version of offset block use on cloth
strips utilized another example of West Aftican
textile design, namely the stamping by hand of
adinkra cloths of the Asante people of Ghana
(figure 4). These cloths were originally made of
handwoven cotton cloth strips sewn together and
then 5tamped by hand with a black vegetable

Figure 4. Adikra cloth
from Ghana (Asante),
BR" x 132", Collection of
the National Museum of
African Art.
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Figure 5. Blue duck buby
quilt, woven by Elisha

Renne. 48" x 60",

dye, using stamps cut out of calabashes. The
baby quilt (figure 5) was made from wide cloth
strips, similar to those used in the bedspread
mentioned earlier. In this piece, however, the
strips were cut into squates after weaving and
portions of these squares were stamped with
linoleum-block stamps, using reactive dyes. All
of the squares were positioned as desired and
pieced together, The cloth was backed with bat-
ting and a plain cotton cloth and the three layers
were tied together. Casement cloth strips were
sewn along the outer edge.

The use of cloth strips physically increased
design Aexibility as well. Strips could be manipu-
lated both vertically and horizontally. The wail
hanging of linen and wool utilized wide cloth
strips that were literally woven together {figure
).

While plain weave strips of natural hand-
spun cotton were the most frequent product of
West African natrow strip looms, such strips wete
sometimes used to make large rectangular clochs
that were subsequently dyed in indigo dye vats.
Several cthnic groups in Nigeria, for example,
make resist designs on natural cotron cloths, dye
the cloth indigo blue, and remove the resist,
which lcaves a white design on a dark blue
ground. The most well known of these resist
indigo-dyed cloths is the adire cloth of the
Yoruba, in which the resist is effected by wax,
starch, tying, or stitching. Less well known are
the raffa-stitched, indigo-dyed cloths of the
Jukun, the Igbo, and the Bamum peoples {the
two former groups from Nigeria, the latter from
neighboring Cameroon. ) Designs are first drawn
on the cloth with guinea corn {sorghum) stalks;
the vertical strip seamn acts as a guide for the pat-
tern layout. The design is then sewn with a
“wrapping” stitch using rafhia yarn, which com-
pletely covers the drawn lines. The cloth is then
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dyed in an indigo vat. The resulting white design
motifs on 2 dark blue indigo ground are precise
and striking. Cloths produced by this technique
include the 2£yz cloth of the Jukun/ Abakwariga,
the #£ara cloth of the Igbo (figure 7}, and the
ndop cloth of the Bamum.

An application of the resist-sticched and
resist-dyed cloth technique to natural nubby cot-
wn/rayon stoles, folded and stitched in strips
along the length and in bands at either end,
resulted in 2n interesting effece. While the single
machine straighe stitch did not produce the
cleatly defined patterning of the West African
clochs, the suiping effect was quite distinct
{frgure 8). The use of machine zigzag stitching
would perhaps result in a clearer design, but it
would be more time-consuming to remove. The
use of a cotron-rayon yarn added interest to the
color effect as these two fibers accept the dye
differently, the rayon taking on more color than
the unmercerized cotton with the reactive dyes
used.

Cloths collected in West Africa by Venice
and Alastair Lamnb and illustrated in their many

Figure 8, Boucle cotton

stole, machine-stieched,

dyed, woven by Elisha
Reane, 27" x 80",

Figure 6, Linen and wool
overshor weave hanging,
woven by Elisha Renne,
48" % 58", Collection of
Elizabeth McGrath,
Atlanta,

Figure 7. Ukara cloth,
taffia-sticched, indigo-
dyed, from Nigetia
(Igbv). Coflection of
Elisha Renne, New Yorbk.

publications also provide inspiration for fresh de-
sign treatment. Their collection of West African
textiles has recently been jointly acquired by the
Smithsonian Institution National Museum of
African Artand the National Museum of Narural
History, both in Washington, D.C. In the course
of studying these cloths, I observed several un-
usual textile structutes that may be of interest 1o
handweavers.

One cloth, produced by the Ewe people of
southeastern Ghana, uses a combination of sup-

Figure 9. Cloth wrapper
trom Agbosume, Ghana
{Ewe). Pattern called
Kotokotoe {“a circling

plementary warp and weft yams to produce 2 zig-
zag pattern (figure 9). While this zigzag line ap-
pears to be continuous, careful intermirtent

motion”), 533%" X 77%",
The Lamb Collection,
Swiithsomian Institution,
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Figure 10. Threading, tie-
up, and treadling drafe
for cloth illustrated in

figure 9.

Figure 11. Aso-oke cloth
strip from Iseyin, Nigeria
{yoruba). Pattern called
Jemibewon, in honor of
the Nigerian president
who fitst wore this cloth.
434" x 413", The Lamb
Coflection, Smithsonian
Institution,

manipulation of supplementaty warp yarn and
weft yarn floats produces the effect. Five har-
nesses are needed to produce this type of weave
structure, buc a shed stick could be used to raise
and lower the supplementary warp yarns. Also,
supplementary warp yarns could be hung on
spools at the back of the loom, if a double back
bearn Is not available {figure 10).

A second use of supplementary yarns in-
volves an openwork technique, often referred to
as “Spanish lace,” which results in woven “holes”
in the cloth (figure 11). The supplementary yarn
1s simply laid in the shed at intervals. These yarns
are woven back and forth three times, and then

ke e L S

R R A i

cartied on the face of the cloth unul the next set
of holes 15 to be woven. Thus, the structure of this
openwotk weave differs from actual Spanish lace
openwotk, as the yarns used for the openwork
designs are supplementary and not part of the
plain weave ground.

The use of yarns as both warp and weft has
other applications in West African weaving as
well. The “Liar’s Cloth” of the Asante of Ghana
is a remarkable feat of design ingenuity (figure
12). It is produced by warping two groups of
three narrow watp stripes at each selvedge of a
plain white watp. The warp is threaded through
the heddles as usual, including both groups of
colored warp stripe yarns. However, only one
group of colored warp yarns is actually woven at
one time, One group is knotted in front of the
heddles and kept in place by a hooked weight
(figure 13). After weaving a section with colored
yarns on one side, these yarns ate cut, the un-
woven yarns are Jooped and hung in front of the
heddles. The colored warp varns from the other
side are brought forward and woven. The colored
warp yarns from both sides are overlapped when
they act briefiy as weft yarns. This zigzag design
continues for the length of the cloth. Needless to
say, an explanation of weaving “Liat’s Cloth” is
certainly one that is benefitted by illustration.
Care should be taken when clipping the woven
colored warps to leave enough unwoven yarn so
that they can be turned 90° and woven as weft.
Alsa, a balanced weave scructure with a fairly
close sett 1s necessary both to show the colored
warp/ weft yarns to advantage and to spread suf-
fictently when these yarns are not part of the
woven cloth. This technique could be applied
equally well to both rugs and stoles.

A final example of unusual woven tech-
nigues displayed by cloths in the Lamb Cellec-
tion involves the use of resist-dyed yarns and rib
and plain weave patterning. Warp yarn chains
are dyed in specified places, in this case at either
end, with light indigo blue dye. The warp is then
prepared for weaving. Arcas where the warp yam
has been dyed blue are woven with thick white
weft yarn, resulting in narrow blue warp-wise
plain weave stripes (figure 14). This technique of
using weft yarn to block out space dyeing could
be an extremely useful technique for ikat weav-
cts, who would like to vary a warp cesist effect. A
four-harness loom, threaded in a twill vatiation
could reproduce this technique (figure 15}.

While much of the cloth produced on West
African natrow strip looms is plain weave or vari-
ations thereof, several unusual techniques—
both woven and dyed—lead one to realize that
these West African textiles are more complicated
than they initially appear. Many weavers are fa-
miliar with the éense cloths made by the Asante
of Ghana that are woven with supplemencary
warp heddles that allow for the weaving of plain
weave, weft-faced ribbed plain weave, and ex-
tensive supplementary weft parterning in the
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Figure 12. “Liar's Cloth”
. : wrapper ftom Bonwire,
e RIS T N D . Ghana (Asante]. Cloth
| pattern name, Kye Kye
Mmiaben, 1efers o north-
ern origin of cloth design
and number of different
steips. 30% " x 463", The
Lamb Collection,
Smithsanian Institution.
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same cloth scrip. The Ewe people of southeastern
Ghana and the Djerma people of Niger also use
a similar technique. Tkat-warp-striped designs
are woven by the Baule of Ivory Coast and the
Yoruba of Nigeria. The well-known indigo dye-
pits of the Hausa of Kano, Nigeria speak to the
virtuosity of these dyers. Like the pre-Columbian
textiles of Peru, West African narrow-strip hand-
woven textiles remind us that complexity and
beauty may comne from very, very simple looms.
[ hepe that more exposure 1o West African cex-
tiles, some woven mote than a century ago, will
inspire weavers working on looms today.
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3 steps

to a floor loom
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i

Step 1 - Start with the loom base
with ratchet brake and 10 dent
rigid heddle.

W70-4 table loom

Step 2 - Add the castle and four
harnesses. Notice the overhead
beater,

W70-4 floor loom

Step 3 - Convert to a floor Ioom
with stand and direct tie-up to four
treadles.

Wwrite for free catalog.

louét

Sales
Box 70, Carleton Place
Ont., Canada K7C 3P3
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TWO BOOKS REVEAL 18th CENTURY MASTER WEAVER'S RECORDS

A photographic roplica of Jacob Angsiad’s patieen beok, 307 coverl et
and tableclolh drabts, 237 tee ups for point twill drafis on 6,8, 12,168, 20,
24 2 and 32 shafts Companion book contains neary SO0 drawdowns from
the prahie drafis and point twill hie-ups Designs adaptable 10 uni| weaves
o 3 to 1 shahts, Prepared by Buth M. Halroyd with Uik L. Beck
$39 95 per set”

B w117 Hardbourd st talabing 300 pages

Published & Distribuved by

Ruth M. Holrowd
20 Qld Farm Cirgie
Pittsford, M.Y. 14534 U S A

Add $2 D0 Postage & Packaging (33 00 overseas) perset— M ¥, Stale Residents add P lax - Dealer inguiries invited

NOW AV AILABLE!

Sp 15 Within moelti

Saminar or Workshop: “'Playing with Profiles’’. Interchanging unit weave
prafifes. Inguite.  Ruth N. Holropd, Instructor

PRODUCTS from page 59

announces the intreduction of its newest sub-
sidiary, Nature Spun Yarns. Nature Spun
Yarns are 100% hand-selected all-American
wool and come in 28 colors, 24 dyed yarns
and four natural shades, available in pull-skeins
at 3.5 ounces as well as cones for machine
knitters and weavers. For information: Na-
ture Spun Yarns, 101 27th Ave. SE, Minneapo-
fis, MN 55414,

School Products Co., Inc. announces Le-
sothe Handspun Maohair, produced by self-
employed villagers primarily in the mountain
regions of Lesotho, Africa. Most of the spin-
ners are women and organized into produc-
tion cooperatives. One kilo of handspun yarn
reflects almast two days of intense work for
one spinner. The Lesotho yarns are available
in fashion colors or left in their natural hue
and can be used for hand knitting, hand weav-
ing and crocheting, Sample cards are availa-
ble at $1.00 each, redeemable with order for
Lesotho yarns. For information: School
Products Co., 1201 Broadway, New York,
NY 10001,

Stanley Berroco announces “Poppy,”’ 2
soft linen blend, created in ltaly and available
in eight fashion shades and featuring multicolor
nubs appearing randomly in each shade. Look
for "'Pixie,”” a cotron blendin a range of solid
and variegated colorations. Two popular
spring yarns are ‘'Glacé’’ and "'Dante,”” now
in five new variegated and coordinated solid
shades. For infermation: Stanley Berroco,
Dept. MC86, P.O. Box 367, Uxbridge, MA
01569,

Scott's Woolen Mill, inc. has five new yarns
for spring and summer 1986: ‘'Bamboo
Quarez,” 100% cotton in five spaced-dyed
colors; “'Sateen,'’ 70% cotton, 30% nylon
in eight colors; **Silkan,” 40% silk, 30% lin-
en, 30% viscose in six colors. Twa new coned
yarns are ‘'Shimmer,”" 100% rayon chenille
in 14 colors and *'Flucter,”’ 64% cotwon, 26%
rayon, 6% linen, 4% nylen blend in eight
colors. For information: Scott’'s Woaolen Mill,
Inc., P.O. Box 306, Uxbridge, MA 01569.
Green Mountain Spinnery's spring collec-
tion includes sport and worsted 100% wool
yarns. Four new colors are Winter Twilight,
Autumn Oak, Aquamarine and Champlain
Blue. Green Mountain produces 28 yarn
colors, "Vermont Designer Patterns,'” and

“Yermont Designer Knit-Kits.”" For informa-
tion: Green Mountain Spinnery, Box 54, Put-
ney VT 05346,

Halcyon Yarn introduces two new rug
yarns, available this spring. "*Deco’" isa 3-ply
blend of New Zealand and domestic wools
designed to be springy and give good cover-
age in weft-faced weaves as well as hold its
twist in pile and fringe. 470 yds/Ib in 4 oz.
skeins. “‘Deco’” is dyed on a white base yarn
for bright clear color. *'Geo’" is a single ply
with good loft for coverage yet with encugh
twist to use as warp for upholstery and out-
erwear fabrics. "' Geo'" isdyed on a pale grey
heather base. 4 oz. skeins. Both yarns are
available in 32 coordinating colors. Samples
are available in the **Yarn Store in aBox'* sam-
ple setor as individual sample cards for $1.50
each. For information: Halcyon Yarn, 12
School St., Bath, Maine 04530 (800)
341-0282.

Henry's Attic announces four new yarns:
“Crown Berber-Charcoal” made from
100% imported virgin wools, natural un-
scoured and dyed; "‘Perle’ from France,
100% French perle cotton, carded, washed
and mercerized, in natural and black; **Monty
3/9's” made of 100% worsted wool, natu-
ral, unscoured; '‘Normandy Linen’ froem
France, available in bleached and ivory. Three
new colors have been added to the "Majes-
tic Mohair'’ color card—Canary, Garnet and
Tourmaline, Color 649 has been discon-
tinued. For information: Henry’s Attic, Mer-
cury Avenue, Monroe, NY [0950 (%14)
783-3930.

Stuff

Seuff is 2 small home-based mail order busi-
ness dedicated to bringing yarns and accesso-
ries to weavers and knitters that may be un-
available on a local level. Ranging from tradi-
tional to contemperary, offeringsinclude the
hand-dyed yarns of The Drop Spindle as
well as coverlet weight wools from Kathleen
B. Smith that use the vegetable dyes and
mordants commonly available before the dis-
covery of synthetic dyes in 1856. For infor-
mation: send a SASE for informaticn sheets
describing the various yarns available to Su-
san Beffa, Stuff etc., RR 3, 260 Hoffman
Drive, Califon, NJ07830. Samples are $5.00.




Notes of 2 Pattern Weaver

Point Block
Progression

FIRST BECAME FASCINATED with the idea

of tnfinite variations within a rigid format

during my art school days. My growth as an

artist has proceeded by carefully defining

one small segment and then systemarically
finding out as much as I can about that desig-
nated area. Ideas seem to grow one out of the
other, so the more variations on a particular case
that I can document, the more reveal themselves
as possibilities. My first step in this process is to
come up with examples which fic within my
defined format. Once identified, the examples
tend te group themselves into categories with
like characteristics. When I began working in this
way, ] discovered that many orhers before me had
used this working style. By using caregories previ-
ously defined by others, I could advance my own
studies at a far greater pace.

In the category of symmetrical figures, there
is a group that can be constructed with block
weaves using a single block progression arranged
ina point. Symmetrical figures are those in which
one side 1s a mirror image of the other. Symmetry
isa comfortable concept for humans, perhaps be-
cause we ourselves are basically aligned sym-
metrically. I have limited myself to block weaves,
because I already know a lot about them and the
ease of working with them. For this article, my
samples are in Tied Lithuanian using 16 har-
nesses. Any of several other block weaves could
be generated using these drafts, however Sum-
mer & Winter would use 9 harnesses. Designs in
block weaves can be tepresented very clearly in
profile drafts and profile dtawdowns. In a profile,
one darkened square on the graph paper in eithet
the warp, tie up, ot treadling stands for a group
of things, This group is always comprised of the
same elements and they always function in the
same way together (figure 1).

In the Tied Lithuanian weave structure, a
darkened square in the threading stands for

by Philis Alvic

threads inserted through heddles on harnesses
one and two, then alternating berween consecu-
tive odd and even harnesses for the next eight

P

threads. A square in the tie-up represents harness
2, as well as the odd and even harnesses for that
block. A square in the treadling represents the se-

quence of the block raised for the pattern shot,

followed by the odd tabby, then the block again,
followed by the even tabby and continued for a
total of 6 pattern shots (figwre 2). Ina single block
progression, each block in the threading repre-
sents only one threading unit, and that these
units are placed so they follow one after another

and then rerurn, ie. A,B,.CD.EFGFED,
C.B.A.
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Once my format has been determined, [ can
go about designing figures. There are only a few
guidelines to follow so thar everything works
properly and to best advanrage. A darkened
squarte in my figure drawdown represents an acti-
vated warp block. When the warp block is raised
the weft fills in the background.

® Blocks on the sarne harnesses always function
together.

* Single blocks may be combined into larger
blocks.

* Non-consecutive blocks may be activated at
the same time.
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Frgure 2,
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» All blocks may be activated in a single tow.
¢ No blocks need be activated in a single tow.

¢ A block or blocks can remain inactive through-
out the entire figure. This allows an isolated
figure on a ground.

® The same block or combination of blocks can
be repeated.

Keep these rules in mind. You will ind, how-
ever, thar actually designing with blocks is very
easy. 1 fill in squates on graph paper, remember-
ing only to repeat in miftor image any square
darkened on one side of the designated center
point on the other side too. It is a goed idea to
matk the width, so that the figure does not grow
beyond the numbes of harnesses required by the
weave structure to be used. Usually I have to fill
several sheets of graph paper before [ come up
with a figure I like. I then use this igure for the
treadling partern rather than writing a sepatate
one. The treadling sequence for the weave struc-
ture is inserted where a square is datkened.
After years of producing these types of
figures using many different weave structures, |
have identified several categories into which

Figure 4.
T T -

T
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T
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Figure 6.

these designs fall;

® The solid figure. This is a completely darkened
design which is sithouetted against a ground
(frgure 3).

* The hollow figure. This is an outline which of-
ten contains other shapes within it {figure 4).

* Two identical figures. This applies 10 two
smaller shapes which do not meet in the mid-
die. The individual shapes may ot may not be
symmetrical (figure 5).

® Figure-Ground. This identifies a design with
approximately equal figure and ground where
it is often difficult to tell which is which (figure
6).

Figures produced that fir into these categories

have different visual characteristics. Remembet-

ing this, I have a clearer understanding of how 1

might go about achieving a cerain effect.

lencourage you to evaluate my obsetvations

and use them in the development of your own

work. Define them further by gathering more in-

formation te develop finer distinctions which are

applicable for your purposes.
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Simple Ways
to hang a Weaving

by John & Susan Graves

Many of us create two-dimensional wall hangings of a modest size and
weight. When we first received this article from the Graves, we saw in
it @ review of many basic methods and materials used for hangings
such as these and some innovative ones as well. We asked the Graves
if they would further expand their article to include information on

the use of plastic material.

N APPROPRIATE WAY of hanging a
piece of weaving should be decided
on before the weaving is ever started.
The methed of hanging is part of the
design process: the overall unity or in-

tegration of the piece is of utmost importance.

A weaving's size, weight, color, style and in-
tended use all have a bearing on how it can best
be displayed: The size and nature of the support
should be in proportion to the whole. Heavier or
larger pteces obviously need stronger support,
You may decide that you do not want the sup-
port to show, or that the whole piece can be made
more interesting visually if some of the support
is visible and a part of the design of the weaving
(frgure 1).

A simple way to attach the hanging to the
wall is desirable. The method should be cleatly
undetstood and easy to implement since it might
be used by someone other than the weaver.

Concealed Supports

Cencealed supports ate used for a more formal
appearance. The classic concealed method uti-
lizes a flat stick fitred into a sleeve of supporting
fabric constructed so that the fabric extends be-
yond the long edges of the sleeve like fins above
and below the stick. The weaving is carefully
hand stitched to the fins with the lower fin carry-
ing most of the weight of the weaving while the
upper fin helps distribute some of the weight and
stabilizes the free edge of the weaving. The de-
tails of this technique and a variation of it are
given in an article by Butterfield and Stack in the
Winter 1985 issue of The Weaver's Journal. This
method is commonly used by museums and of-
ten must be used where the weaver has not
provided a system for hanging. It is one of the
few satisfactory ways of hanging a weaving if the

warp is to run horizontally. It is, however, not the
only method available to weavers who have the
freedom to design and fabricate a suppont
systemn.

In a modification of the classic concealed
method, a single or double facing is sewn onto
the reverse side of the top edge of the weaving 1o
form a sleeve. A stick or dowel, slightly shorter
than the width of the weaving, is inserted into
the sleeve. The ends of the sleeve may be stitched
closed. It is simpler still to make a hem using the
top edge of the weaving itseif. The stick or dowel
should first be sanded and sealed with several
coarts of urethane or lacquer to prevent interac-
tion berween textile and che acids in the wood re-
sins. Although there is some question as to
whether this mild acidity in wood has any effect
on textiles, sealing wood improves its appear-
ance, reduces fluctuations in moifsture content
and keeps the wood looking fresher and cleaner.

These shortcut methods should be calied
“serni—concealed,” because the contour of the
stick and usually the hem of the textile will be ap-
parent. They are mentioned hete primarily be-
cause they are in such common use.

Exposed Support

Most of the other methods fall into the “exposed
support” category, so called because one sees
what is holding up the weaving. Many more pos-
sibilities for using imagination are available with
exposed supports than with concealed supports.

Rods and Sticks

Dowels, one of the most frequently used forms
of support, ate commonly made from birch, a
good light-colored hardwood. They are, how-
ever, also available in different hardwoods from
some woodworking supply houses and lumber-

Figure 1. Note how the
device for hanging has
become parc of the
design,
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Figure 2. Rectangular oak

stick slipped through top

hem. Braided cords made
from the watp yarns
complete the hanging

apparatus.

Figure 3. The weaving is
hung on a Plexiglas™ steip.

Figure 4. An adjustable
brass curtain red inserted
in the hem.

Figure 5.

yards. Oak, walnut and chetry are the standard
woods 1n addition to birch, with oak and bitch
being the sturdiest. Walnut and chetry have only
medium strength and are somewhat britcle, so a
thicker diameter may be needed.

Thirty-six inches is the standard length
available for all dowels up to 1” in diameter.
Dowel sizes range from % " to 1”5 rately can they
be found larger or longer. (If longer, thicker
poles are needed, ty handrailings or clothes
closer poles.} When selecting a2 dowel, sight
along its length to make sure it is not badly
warped. Sand the cut ends smooth with gatnet
type sandpaper 100 or 120 grit and gently round
over the end with 150 grit or finer. The entire
stick should be sanded, then given a seal coat of
urethane (“polyurethane”} or lacquer, followed
by several additional coats of the same treatment
for a mere finished look. The finish should be
sanded occasionally berween coats with 150 ot
220 grit and afrer the final coat with 220 grit, ot
lightly rubbed down with #40 steel wool. Both
urethane and lacquer now come in convenient
spray cans: Urethane is available in gloss or
semi— gloss, lacquer in gloss only; Defc™ Clear
Finish, 2 good, non-glossy lacquer base product,
is available in brush or spray form. It dries 1o the
touch in minutes, minimizing dust problems
and it is very easy to use in multiple thin coats.
Wood finishing should be done in natural light.

It is possible to stain a dowel, usually before
the seal coat. The stain used must be compatible
with the type of finish to be used. This informa-
tion 15 usually stated on the stain label. It is good
to have some familiatity with staining methods
ot a willingness 1o experiment. The bare dowel
couid be painted with an enamel or acrylic, both
available in spray cans. Wapping the dowel with
yarn ot covering it with a suitable fabric, tearing
the ends of the dowel with upholstery tacks,
beads, or rings are othet possibilities to consider,

Although dowels are cheap and convenient,
they are not the only form of wood that can be
used for support. An attractive support can be
made using a sfrc£ with four flar sides, usually
1" 1o 1" thick, and rectangulat in cross section
{frigure 2). In addirion, smooth surfaced hard-
wood boards in oak, walnut, maple and cherry
are becoming readily available in home improve-
ment and woodworker supply stores and at better
lummberyards. Red oak looks much like white oak
but is much easier 1o work with. It has a fairly
straight grain and little tendency to bend. All of
these boards are usually %" thick and come in
various lengths and widths, Most lumberyards
will, for an extra charge, cut wood to your speci-
ficarions. Remember to match the size and style
of the stick 1o its purpose, round over the edges,
sand smooth and finish with urethane or lacquer.

Plastic Rods. The word “plastic” means
“bendable,” s small diameter plastic rods arc
impractical to use to mount hangings. Rods of
%" or 17 diameter, made of Lucite™ and avail-

able in six foot lengths, would be more stable, A
flat plastic strip can be used as another alternative
to Lucite™ rods (figure 3). More information
about wotking with plastics is provided below.

Metal and other materials can also be used
as hanging rods. Hollow brass-plated cafe-type
curtain rods are adjustable in length and can be
supported by screwhocks (figure 4) ot other
devices. Solid aluminum tods are not too hard 1o
find in home improvemnent departments. This
idea was used effectively in one hanging we saw
with one rod at the top and one ar the bottom.
A loop of monofilament held each end of the wop
bar while the bottom hung free (figure 5). Iron
rods, round or squate, are available from local
steel fabticarors who can cut them to size and do
other metal work if desired. Machine shops also
will do this kind of work. Copper rods are avail-
able from elcctrical suppliers. Metals ate not as
tigid as one might suppose, and are subject to
electrochemical reacrions. A coat of urethane or
lacquer 1s recommended.

A strip of tempered glass might also be used
effectively to support a weaving.

Attaching the
Weaving to the
Support

There are a2 number of ways to attach a weaving
to a dowel that you plan to leave exposed. The
prepared dowel can be inserted through a hem or
facing sewn zlong the top edge of the weaving as
described above, except that the ends of the
wood extend beyond the weaving. Alternatively,
supporting loops can be made along the top edge
of the weaving by braiding 87 to 10" warp ends
in groups of three (fgures 6, 7).

Figure 7. Braided and
kootted warp chreads with

rectangular stick inserted.

Fignre 6,

Angther time honored way to connect the
weaving with the stick is to use a series of litte
straps, like suspenders, formed either from the
weaving imelf or from some suitable material
(figure 8). These straps should be attached along
the entite top edge of the weaving. Cotd used
trampotine style, spiraling along the top of the
weaving, may be used to connect it with the
dowel (figure 9). Whatever method is used, it 1s
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Higure 9.

important to distribute the weight of the weav-
ing evenly among as many warp threads as pos-
sible to avoid distorting the fabric.

It should not be necessaty to mention thar,
unless one’s intentions are otherwise, 2 weaving
should be aligned squarely with its support, with
top and bottom, and sides parallel. This can be
done by choosing one weft thread and maintain-
ing 2 uniform distance berween it and the stick
through each stage of the attaching process.
Weighring the bottom of a weaving usually does
not help to overcome unevenness or tipples.

Placing the Weaving
on the Wall

The next decision to make is how to fasten the
dowel to the wall without piercing the fabric with
anail. If the weaving is fairly light weighr and not
too wide, or if the dowel support is fairly light
weight and not too wide, or if the dowel support
is fairly stout, the dowel can be supported at its
ends, either from below the dowel or above ir,
Two nails can be positioned to the wall in such
a way as to support the dowel from below (figure
10). One can wse small, nearly headless nails
known as brads. A #18 is suitably slender, #17 is
a little sturdier. If a larger nail is needed, finish-
ing nails are sold in bulk. A one penny nail is a
little larger than a brad, then two penny, etc. |
prefer to use % " brass (plated) escutcheon pins
which ate similar to nails but have an arcractive,
small rounded head. Push pins offer some possi-
bilities since they contain a norch where the
dowel can rest, and brass screwhooks offer more
security for a more permanent placement. Rings
and hooks of various sizes and shapes can be uti-
lized to cradle the ends of the dowel (figure 11).
S-shaped hooks are especially useful if there is a
rod ot bar to hang the hook from.

iy

Frgure 10, Figure 11,

Screweyes, available in brass at most hard-
ware departments, can be inserted into dowel
ends (figure 12). Since they are strong they can be
fairly small, although they need a drilled guide-
hole for accurate and gentle placement: brass
does not withstand forcible ewisting. The
screweyes can be hung directly on nails or hooks,
ot by a cord.

Cords for Hanging

A cord can be made of 2 compatible material and
color, or can be fashioned by twisting or braiding
some of the yarn used for the weaving itself,
strengthened with low-visibility monofilament
line (figure 13). Alternately, monofilament can
be used by iself if an “invisible” cord is desired.

Colotless, low visibility monofilament is
available as fishing line in various stcengths. A 2#
or 4# test line, which will support 2 or 4 pounds,
is difficult to see and to work with, bur is limp
enough to substitute for heavy thread. The 8#
test is almost invisible. If visibility is not a prob-
lem, 14# tc 20# test is safer for loops because
some strength is lost when monofilament is knot-
ted. Use a doubte knot to avoid slippage, and al-
low for slight elasticity in the moncfilament.

The end of the any cord you choose can be
wound around the end of the rod and tied. A
spot of glue will help prevent the cord from slid-
ing on the rod. Or, the cord can be run through
a hele drilled near the end of the rod and knot-
ted, tasseled or treated in 2ny suitable way (figure
14). The cord 1s then hung from a picture hook
or other device. A variation of this is to make the
cord long encugh co allow it to be knotred on it-
self somewhere near its ultimate center. Pieces
hung by a cord are probably the easiest to hang
but are also the must unstable, since they are at
the mercy of air currents.

Supporting the
Rod or Stick

Any wooden dowel supported ar each end tends
sag in the middle, and, of course, the more
weight and the greater the span, the more sag. A
thicker dowel offers one solution, but relocating
the points of support is better, if it can be done.
From a mechanical standpoint, a dowel sup-
ported in two places is least likely to sag if the
points of support are located midway between
the center and each end of the dowel (i.e. ¥4 and
% the distance from end o end). This is true
whether the dowel rests on support from beneath
of is suspended from above,

A different way of securing the rod or stick
to the wall makes use of small rings, such as brass
cafe curtain rings, preferably in the %" and %"
positions on the top or back of the dowel (figure
15}. Hand stitch these in such a way thar the

Figare 12,

Figure 13. A mewal rod
has been placed in hem.
A twisted and knotted
cord is inserted through
hales in che end of
the rod.

Figure 14,

HANGING to page 78
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Warp-Faced Double
Cloth

Adaptation of an Andean technique for the treadle loom
by Adele Cahlander

N WRITING Double Woven Trearures of

O/d Peru', I had two goals in mind. One

was the study and description of the many

intriguing  varieties of pre-Columbian

double-cloth. This study became Part One
of the book. My goal in Patt Two was to help
weavers reproduce the weave structures and de-
signs on various types of looms, in order to gain
a deeper insight into these varied, complex
weaves. Naturally, these “reproductions” cannot
be exact copies of pre-Columbian specimens,
authentic in every way. However, I anticipate
that many weavers will delight in the challenge
of solving the puzzles presented by these intrigu-
ing weaves, and m adapting some of them fot
CONtEMPOrary use,

Andean weavers of today do not use pattern
diagrams for their weaving. The young weavet
Yearns the traditions of her community by watch-
ing. She is told the number of yarns needed for
a specific pattern, but very little other explana-
tion is given. By conttast, we have grown depen-
dent on pactern diagrams, and duting the course
of my research on the Andean weaves, I devel-
oped a number of different grid systems for di-
agramming patterns in various weaves. The sys-
tem shown here 1s for warp-faced double cloth.
Instructions are given for weaving a narrow band
in warp-faced one-weft double cloth on the 4-
shaft treadle loom.

Warp-Faced 0
Double Cloth s S

Fipure 1. A Quechua woman in Charazani, Bolivia weaving a wide
bag in warp-faced double cloth on a 4-stake simple 2-bar loom. Un-

This narrow band is woven in tubular fashion

with one weft. No‘reed is nc‘-‘_df{d for Wea"i_ng this der her hat she wears a wimcha (headband) of the same pastern
narrow band. A diamond grid isused to diagram weave. Only in this area of the Andes has the tradition of the Incan
the pattern. wincha survived. Photo by Ann Houston.
The colot otder in the warp is abab (nghta V. Edfitires Note: Adele Cahlandet's lawest book, Doudle- Woven Treasures from Old Pern. was released
Dark, nght, Dark), arrangcd on shafts -4 con- this winter. This article is excerpted in part from this new work,
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Figure 2, Contemporary
bag from Charazani,
Bolivia. Warp-striped

plain weave with patrern

bands of warp-faced dou-
ble cloth. Other features
include woven rubular
edge-binding with crossed
and diverted warps, strap
of complementary-warp
weave, embellishments of
fringes, coins and beads.
Conrtesy of Judy Conger.

Figure 3. Detail of long,
narcow warp-faced
double-cloth pre-

Columbian band from the

Middle Horizon period.

Center stripe is two-faced

5-color warp-faced double

cloth with warp substitu-
tion and a second, discon-
tinuous weft; alternation
of the 3- 10 4-color par-
teened rectangles with
those of one color, On
each side, there is a nar-
row complementary-warp
design in black and
white, and a small red
selvedge. 18'8" (5.7
m) x %" (1.5 cm].
Courtesy of Charles
Lieweliyn II,

Figure 5, The warp is
wound around two posts
of a warping device n
bouts. Double-yarn bouts
are designated as d-bouts.

secutively. Pattern pickup is made by forming a
temporary lease of warps on shafts 1&2, (L&D},
from which the L and D warps needed for a row
of the pattern are selected. Since only one warp
from each L-D partnership is picked up, warps of
half of the #1&2 combination are left unpicked.
When the opposite combination, shafts 3&4
(L&D), is lifted, the unpicked warps from #1&2
drop to the bottom of an x-shed (figzre 4) used
for the lower weft shot. In this way, the same pat-
tern is formed on the back side in reverse colors.

The next pattern row is produced in the
same manner, but the picking is done from a
temporary lease of shafts 3&4 (L&D), and the
unpicked warps drop to the bottom of the x-shed
when the opposite combination, #1&2 (L&D), is
lifted.

Figure 4, Warp-faced
double weave, x-shed for
lower layer.

A contrast of light and dark colets should be
planned for the pattern arca. Borders are in 2
tubular plain weave in a third coler, refetred o
as medium (M), and are wound as d-bourts
(double-yarn bouts) or figure-eights on a warp-
ing device (figure 5).

For this band, select a smooth, strong warp
yarn, such as crochet cotton. Plan for a short sam-
ple warp, only 1 of 2 yards long. Have available
some shorr, cthin sticks such as tongue depressots,
some thicker, short sticks and a small, pointed
pickup-stick.

=

Warping
The yarn is wound in d-bouts with two yaras for
each figure-8. Keep a finger between the two
yarns when winding the warp. Use the following
colot sequence:

2 d-bouts MM for the border (8 ends M)
10 d-bouts L&D for the pattern (20 ends each L

& D)
2 d-bouts MM for the other border. (8 ends M)

Weaving

Remove the reed and thread the loom according
to the draft {figure 6). Use a direct tie-up. When
the warps are tied on and their tension adjusted,
weave in some filler yarns, alternating sheds 1&2
with 3&4, ending with 3&4. The warps need to
be very close together.

Hb4 T b # o
H3 H L M ol |
H2 M o H of
Hl i M | L ‘ M i o]
x2 xil x L 234
. Tl FICK
P = PICK I_cn ’—-}F L's & D's
rrom lease pm_rlt_ Titd (x shed)
inht © FICK,
"}Inl Fl L's & D's
Fo LT (x shud)
Figure 6.

Start the first weft in the shed of 1&2, with
the short rail ac the right, then lift 3&4 and pass
weft from left to right, tucking the tail into the
right edge of that shed. Read on before
proceeding.

Understanding the Pattern Diagram

A diamond grid is suitable for diagramming the
pattern of this weave. The border is usually
omitted from this type of pattern diagram. The
firsc pattern shown is a very simple pre-
Columbian one (figures 7a and &). The replica
shown n figure 7c was woven in natural (L) and
brown (D), with a rust (M) border.

Note that altetnate horizontal rows of dia-
monds “jog” out to the left or right. These will
be referred to as left-point row and right-point
row. They can help you keep your ptace. The first
ewo rows are all-L. For the first row, a left- -point
row, lift #1, and for the second row, a right-point
row, lift #3, BUT after each one, there is a shed
manipulation for the Jower shot. The next six
rows on the face are D rows, taken alternately
from #2 and #4, each followed by a shed manipu-
lation. The D and L warps ate picked in alterna-
tion for the next six rows.

The Picking Cross. For cach row's upper
shot, a picking cross ts formed, with L warps on
the near side and D warps on the far side (except
it is not necessary to lift D warps when all warps
to be picked are L). The picking cross is a tem-
porary lease; a thick cord o stick can be placed
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Figure 7. Two narrow
belts, pre-Inca, excavated
near Pachacamac by W,
Bennett and J.G. Phillips.
14" 20" and V" % 28",
Photo by Lennie Sobanja.
Courtesy of Wouvlaroc
Museum, Bartlesville,
Okizponta.

Figure 7c.

+ right-polint
- left-polint
Figure 75. Reproduction
sample of band in figure

. ~ H3
7a woven with Kentucky

~ H1

rayon yaen.

START HERE

in the near shed, and the far shed can be held up

with the left hand while proper warps are picked.

Think of each two warps as L-D partners, the L

warp to the left. Only one of the two is picked,

so remember to drop the L partner when a D

warp is picked.

Make it a rule always to take the border
warps from the near side of the picking cross, so
when thete is an all-D row, all the D warps are
taken from the far side of the cross, but the
borders must come from the near side.

Weaving Sequence. The weft spirals. No
picking is needed for the lower shots.
Left-pomt row
a. upper shot; #1 near, #2 far, pick pactern &

near borders. Pass weft from tight to left,
leave flac stick in shed.

b. lower shot: lift #3&4, turn stick upright to
form x-shed below for lower shot. Pass weft
from left to right, remove stick, BEAT.

Raght-point row

a. uppet shot: #3 neat, #4 far, pick pattern &
near borders. Pass weft from right to left,
leave flar stick in shed.

b. lower shot: lift #1&2, tumn stick upright to
form x-shed below for lower shot. Pass weft
from left 1o tight, remove stick, BEAT.

Adjusting the Selvedge The weft should be
drawn straight across in the shed, rather than left
in an arc. The tubular selvedges can be made

\f (Nl I
[llii_."lﬂr:.'lJHH]ﬂ

LAY

neater by leaving a weft loop at each side of the
band {figure &). When each upper and lower
layer shed is made, beat the weft from the previ-
ous row, then adpst the selvedge by tugging on
the weft until the loop disappears before passing
the new weft and forming the new weft loop.

A Wider Band

Another pattern is shown in figures 92 and b. Fig-
ure 9c shows a single 8-bout pattern. Figure 9d
shows three widths of the same pattern unit, A
gap has been left between the pattern strips asan
aid in counting for the pickup. This gap could be
disregarded, or, a d-bout of the border-color
warp might be used there to separate the motifs.
The colots suggested are similar to those reported
in Harcourt (1962): brown (D) for the dark
warps, stripes of blue (B) and yellow (Y) for the

-

Figure 8. Leave two welt
loops for adjusting sel-
vedges when weaving

warp-faced deuble cloth:

@. when passing weft in

upper shed, and &, when
passing weft in lower

shed.
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light, and borders in red (R). Five d-bouts are  D&B, 8 d-bouts D&Y, 8 d-bouts D&B, and 5 d-
suggested for the borders. They may be made  bouts RR.

wider or narrower. Follow the weaving sequence described
Warp order is: 5 d-bouts RR, 8 d-bouts  above.

Figure 94, Detail, pre- S
Columbian belt from
Nasca Valley in warp-
faced double cloth wirh LTI
warp stripes in light sec of 'f.”'" ",
warps, borders in bular
plain weave. Collection of
&, d'Harcourr (1962) by
permission from Univer-
sity of Washington Press,
Seartle.

Figure Yc.

Figure 94,

. . EEEEEIE;: H2RIGHTT-Paint Ruw
Figure 96. Reproducition LLERLELL] i
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The : WEAVING SUPPLIES NEW!
J 1 WARP YARNS & FILLERS ffﬂm Dos TE]EdO?‘aS
Ourna Double-Woven Treasures

CABLE CORD IN COLORS from Old Peru
Or by Adele Cattlander

MACRAME JUTE it Snzanae Haitenmar

Weavers

A comprehensive ook at the many types of pre-

L]
Columbian  double clath,  including double-
1 l I l I ers woven complementary-warp weaves and some
E. F. SHAW & COMPANY

rare and wnusual two-lavered structures, Do
r

tatled instructions and  pattern diagrams are

!i D INC. provided br weaving replicas on floor oo,
! " E inkle k. rigid heddle and simple two-bar

rS loums, 208 pages, 20 caler phatos, 150 b

SUCCESSOR TO: plunes, 210 line drawings.

[SBS -2 5 |
Great Britain’s only magazine TINKLER & CO. INC. _ . ]
; Sl cerer: $2AAN 4 52,00 pustage:handling
devoted to textile crafts. it herdccoer vdtion 3000+ 83 00
Write for details: The Journal P.O.Bux 17 postageihandling E_Dt'_;lsfid‘-iu.s.l«du l:xn.ﬁui
) Y O TUnds on }’, l‘ L'r'lse._
for Weavers, Spinners & Dyers MNorristown, PA 19404 = -

. P g v Dos Tejeaoras
BCM 963, London WCIN 3XX (215)272-2228 H36 N Snelling Ave., St Paul. MN 55113

[612) hdh-7445
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Examining the Shed

CLEAR SHED with the yarns on each
harness evenly tensioned 1s something
that can be achieved by all weavers
with the proper use of lease rods in the
warp. When used in one of the two

ways described below, lease rods can serve as an
imporiant “fine-runing” control of the shed.

The length of the shed is determined by the
position of the lease tods in relation 1o the fell.
A good shed can be described as one that has the
heddles of the centet-most shafts half-way be-
rween the fell (the last shot of weft that was
beaten into place} and the first lease rod (figure
1}. For example, on a four-shaft fleor loom, the
theotetical hatf-way point would be just berween
shaft 2 and shaft 3. The reasoning behind this is
thar a heddle, when lifted, will actempt to shift
toward the central point of the warp lifted, caus-
ing some abrasion to the watp and perhaps even
to certain heddles {fgure 2).

To minimize any heddle creep, the fell
should be kept within reasonable limits and the
lease rods tied to the back beam, the same dis-
tance from the center of the shafts as the fell.

Lease Rods

Early weavers advised using lease rods of different
sizes. The rear rod is round in cross-section and
is the largest of the two; the front rod is thinnet
and usually oval in cross-section. The smaller

EQLiAL | EQLIAL

COUNTERMARCHE &
COUMTERBALANWCE SR

EQUAL | EggLal

|
|ACK SHED

Fignre 1.

by William Koepp

front rod reduces the strain on the warp for cet-
tain sheds. The lease rods can be placed into the
warp in two ways, depending on which of the
plain weave sheds is opened first. This placement
will determine whether the teasion of the “rear
shed,” (the one lifted by the shaft farchest from
the weaver) is greater than that of the “front
shed.” To see the difference in the two positions,
look at the treadles tied for plain weave. Press the
left plain weave treadle and look at the lease rods.
Note whether the shed ends between the rods or
in frone of the first rod {the one nearest you). Re-
lease the left treadle and press the right plain
weave treadle. Note that the end of the shed has
moved: it is now on the other side of the lease
rod. Write down the shed positions (for instance,
left treadle—shed ends between rods, right
treadle —shed ends in front of the rods). Now
pull the rods out of the warp, and take up your
new set of lease rods, one smaller than the other.

Press the treadle that made the shed end e-
tween the tods and put in the larger lease rod.
Now press the other plain weave treadle (telease
the first creadle, of course) and put in the smaller
rod. Release the treadle. Move the pair of rods
back 1o their correct position neat the back beam
and tie them to the loom.

On some floor fooms this can all be done
from the side of the loom by yourself, by reach-
ing around to step on the back ends of the trea-
dles. On larger floot Jooms you may need a helper
1o press the treadles for you.

Figure 2. Courtesy of
Master Weaver, Nilus
Leclere Co., Inc.

Lease rods are too far back,
the fell has advanced, and the
front & rear sheds are not alike.

Lease rods are correctly

SHAFTS

placed, the front & rear sheds are alike. The fell is kept in check.
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Figure 3.

and then tie two % inch dowels together, one on
top of the warp, the other beneath the warp
(figure 4). Tie these shed rods together at each
end and every ten inches across the width of the
warp with a slick string or monofilament. Leave
enough room between the tods for the warp to
move easily, about %", ot the thickness of a
lollypop stick. Keep this distance constant across
the warp.

WARP

SHED RODS

Sheds AR B
Identical

Q
O

Tie with a loop
or figure-8

Now try each plain weave treadle and note
where the sheds end. You can see that if the
“rear-most” shaft is lifted and the shed ends in
frone of the rods, the fength of your shed is
shorter and under greater tension, than when it
is set up the other way, This would be a bit more
noticeable with eight or twelve shafts.

A compatison of the lease rods will show
what happens (figure 3). The A shed opens just
in frone of the two rods. The B shed opens be-
tween the two rods. Note the difference in the
length of the shed when 2 small front rod is used.
By reducing the rod dizameter from % inch to %
inch, the shed gains % inch in length. To pur it
anothet way, there will be ¥ inch less dissimilar-
ity between the plain sheds A and B, or berween
individual warp ends in a pattera lift.

Keeping the shed lengths closer in size helps
keep the warp tension within a narrower range
and it makes your treadling easier since some
sheds ate not so tight. This all varies to different
degrees with the type of floor loom you have.
Both of the lease-rod positions were used by the
early power loom weavers, probably depending
on the type of warp or the weaver's preference.

Shed Rods

Another old method used to control the shed
length is to push the lease rods back to the back
beam ot temove them from the warp altogether,

Figure 4.

Now measure from the fell to the center
shafts. The shed rods should be placed this same
distance behind the center shafts. Tie them to
the loom framework so they cannot move for-
ward ot backward.

The shed rods will limit the tength of the
shed and regardless of the pattern or shaft lifted,
the shed will be consistent as long as the fell is
kept within reasonable limits. Advance your
warp frequently: Do not tty to weave six inches
before turning the cloth beam,

If an attempt is made 10 keep the shed as
consistent as possible throughout the weaving, it
cannot fail to improve the fabric. This will allevi-
ate undesirable strains on separate warp ends and
subsequent tensions left in the fabric itself,
which might cause distortions or disap-
pointments.

Lease rods, incidentally, used to be manu-
factured with a hard, glass-like finish of several
coarts of enamel, each coat baked on for an hour
or more. This very hatd finish reduced the fric-
tion and kept the abrasion to an absolute
minimurm.
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HANMNGING from page TI

Fipure 15.

Figure 16. The weaving is
hung from an aluminum
rod with menofilament

suppott.

stitch is carried under the dowel to support the
dowel with no tension on or damage to the weav-
ing. A practically invisible monofilament can be
substituted for the rings. Slip a loop of 20#
manofilament over either end of the dowel for
hanging, or located in the % and % " positions,
if the weaving petmits (figare 16). A number of
variations in the use of monofilament for sup-
porting weavings are possible.

Pieces hung by rwo fixed points of support
can be a problem to install so that they are level
(figure 17). Loops have a slight advantage over
rings in that they allow for minor adjustment by
wrapping an extra few turns around the nail, or
a different size loop can be easily made. I always
use a carpentet’s level when mounting a piece on
the wall (figure 18). Picture hooks are especially
hard to mount in level pairs because of the acute
angle of the nail.

Flar sticks have several hanging options not
available to round sticks. If woodworking facili-
ties are limited, a pair of mirrot hangets are one
of the simplest arrangements. These ate fat
metal pieces with two holes that can be screwed
onto the back surface of the stick. Place a saw-

Figure 17. Figure 18,

tooth hanger in the back center of the stick if the
wood 1s exposed at thar point, or place one at
each end and angled very shighty in opposite
directions ro assist in leveling. A slot for hanging
can be made with a special “hang slot” router bit
(figure 19). This is a favored method because the
stick hangs snug to the wall. It can only be used
if there is bate wood in the center of the balance
area.

QOne may choose to weight the lower edge of
the weaving but the stick or rod used should be
light enough so that there is not undue tension
placed on the weaving. Be aware that the added

Working with Plastic

Types of Plastics

Of the myriad types of plastic, only two
wypes are clear of gransparent, derpls
(such as Plexiglas™, Docite™ made by
DwuPone, and ather brand: and EEner-
w3}, and pofyoanbonass (such s Lexan™
afnd LULi.IL:_ 2A-R" [surface abrsion
resiscant] ). " Boch are generally clear and
are ueed largely as a substitute baf win.
dow glass. Actylic (Plexighas™) is safter,
cxirer to work with, cheaper, and o ex-
cellent we use whene it be subgect to licgle
wear of to damage from scrarching.
Polycarbonate (Lexan™) is stronger and
harder, costs more, doss not scrach eas-
ily and, among other uses, 5 used for
bulletproofing. Nerther acovlic or paly-
carbonate is affecred by sun, buc both
are Aammable, Both are svailable in
sheet, and peller form, and rods are
made from Lucice™

Although the remaining remarks
are in reference to aceylics, most of this
information is applicable o cthe poly-
carbonates if allowances are made for
increzsed hardnes,
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Supply Sources

Consule the Yellow Pages under “plas-
tes" to hnd suppliers in your anea.
Shlﬁtt.‘\. COnYEe E @ vasict y of 1]:|i.-:"]-c:|!u:w|."|.
but %" o W ¥ are common. They are
pvailzble 4 ®* 8° and mun §5 m 38 @
squate foor depending. on thickness
[i]‘}-l.'.l to meere than $200 @ shnl.'r]-.
':I'II:'.IFII.'l sheets af r|1u.rgi||.ul qu:.l'il;].' i
smualler sizes are avarlable at many lum-
bBeryards and home impeovement cen-
ters, usually only o the thickness ol
window plass. Some local glass stores
handle plasoc and will cut shesrs o size.
Dne can pack up scrap pieces for free or
at a mominal charge. Sign companies
usually also have colored scraps.

Working with
Acrylic Sheet

Cutting
Think of cutting more 43 & scraping ac-
oo, even when using a saw. Leave the

kraft paper backing on a5 long as pos-
sible o minimize cracking, chipping
and scrarching. You may draw your
guidelines right on chis paper.

Some hardware stores carry an in-
expensive plastc-curing wol, It con-
sists of a handle and a steel piece with
a sharpened hook-like tp. The up &
drawn wward you along a straight-edge
making several passes and using reason-
able pressure, until vou have a groove
abour % the thickness of the sheet.
Then you simply bend the sheetr be-
rween your thumbs or press it over a
dowel 1o bresk it

Muost cutting mow 15 done with a
mmble saw wang a carbide blade with
teeth suitable for plywood, A bandsaw
5 used for curves (recommended thres
teeth per inch of blade) ar a fairdy slow
speed and with fardy rapid advance-
ment of the acrylic so it doesn't heat up
and gum up the blade,

Bonding
[n preparavion for bonding, edges
should not be sanded. To bond the




Figure 19. This back view

shows the routed slor

where the weaving is
inserted.

weight may cause pendulum-like swaying.
There are more complicated exposed
metheds of hanging which can be attempted if
woodworking facilities are available, For exam-
ple, one weaving might be superimposed on an-
other, the two creating a single hanging. Hard-
wood frames can be constructed. Solid wood
could show behind the weaving or wood of un-
usual or irregular shape may serve as the support
{figure 20). A solid piece of wood might be
designed with a slot on the underside forconceal-
ing a stick from which the weaving was sus-

pended (figures 21, 22).

edges, methylene chloride (a volanle,
fAammable substance) i the best agent
for home use. Before application of this
chemical, pieces ta be paned areheld in
position by masking tape. Then the
mechylene chlonde s applied using a
hypodermic  needle or eye dropper
along the edge of the join. By virmee of
capillary action, the methylene chlacde
s drawn into the join. The bond wially
sets in rwo 1o five minutes. The agent
ucts as @ solvent and the plastic pars are
sctually poined o cach other.

Smoothing Edges

Edpes that will nor be jodned to ather
surfaces can be smoothed and polished

A mill file, held wlomg the edge of the
plece, not across in, can be used for
rough edges and burrs. Mext, use 100 ar
120 grit sandpaper, preferably gloed o
fie tighely o a small block of wood.
Brush hard on the surface of the sand-
paper o clean outr the plastic tha
eapidly blls up the grir. Progress o finer
grits of sandpaper up w 320 or even GO0
grit if you can obrain it. Be very careful
not to drag a comer of sandpaper across
an exposed surface of the plastic, of it
will sratch, Plice some layers of soft
eloth ower the pws of your vise 1o hold
the plastic for sanding. Afier sanding,
buff with a Hannel wheel using an abra-
sive powder and some sore of wax ar ol
to contain the powder. Pumice is

Figure 21. Frone view
showing routing at
bottem of stick.

roughest, followed by rottenstone, then
jeweler's rouge. Lacking these supplies.
ene could probably gec by with a coarse
cloth wrapped rightly around a block of
wood, and a little mothpaste for gric.

For a rounded cdge, remove the
kraft paper in the carly stages of sand-
papenng. To do this, roll the paper
from one corner aroumd a dowel, clean
the surface wich seap and wates, and wse
alcohol to remove any residual adhesive
left from the kraft paper. Sand the edge
to & rounded shape.

Bending
Plewiplas™ & casy 1o bend — the orick is
to- per the temperamure righe and the
hieat in the right place. Minimum tem-
peratare is 290* and the maximum is
360" Commercially, hotair o infra red
heat sources are used ro bend the plas
tic. Fot home use, astip hearer ean be
made which hears only the pan you
want to bend. This excludes oven heat
ing, which softens the whole piece and
leaves it too hot to handle, {If you use
tools such as tongs, they can leave
denczl, The goal is to ger the full thick-
MEss Up 0 proper iemperatuse withou
overheating the surface and forming
permanent bubbles. A thinner sheet &
easier to hear evenly.

An electnic  hotplate . can - be
adapeed for the purpose of heating the
sheer evenly, The wop can be masked

Figure 20. Sculptural
wooden frame ready for
the right weaving.

Figure 22. Back view of
figure 21, showing how
weaving is inserted.

it a serip by laying on strips of as-
bestos. The plastic is then worked back
and forth, on both surfaces. a few
inches above the exposed portson of the
heating element, As soon as the plasuc
begins to soften, you can feel it start to
bend. You may reheat and rebend if
necessary but you will only be able w
work the convex sutfuce of the plastc.
The edges of the plastic swy cool
enough to hold in the bare hands but
the heared area remains hot. Tt may be
conled by plunging it into cold water,

Drilling

Drilling should be done after sawing
has been complered. Although there
are special drills for Plexiglas™ a hand
drill, an eleceric drill o deall press can be
used. Use light presure o prevent
cracking. In addition, use extreme care
inwithdrawing the drill after it has gone
through the piece.

More

1. The absowe mboammacion was distilled from ick-
pRone cooversations wich che echodcal advbaoe ax
Flemglas (Rohm & Hass, Philadelphia), Anex in
Preoenx {a divistom of &lmac), a heel cormena-
o wich GE i Minneapodis, 4 plasic Gl
in Dienver, thiree places thar Rassdle gilisie inche
Diormer aera, @ dosicyoursell mamaal, and che
azthoey own personal experience. The ausibors
want o disclasm any responsihiling for ke abso-
lute aerusacy and complereness of this repaon,
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STUDY & TRAVEL OFPORTUNITIES

LEARN HOW!

Week-long workshops in
WEAVING » CROCHET = QUILTING
NEEDLE ARTS « & more!
with
Nancy Crow + Joan Mcintee
Leni Hoch » Martha Waterman
Olive Goodwin « & others
July 13 - Aug. 17
August Heritage Arts Workshop

The Northern Yermont School of Fiber Arts

RD 2 « St Johnsbury, Vermont 05819
Intensive Study Programs - January & June
Beginning & Advanced Studies in Fiber Arts

Callege Creduis Avalable Send tor Detalls

Box WJ Davis & Elkins College
Elkins WV 26241

COLLOQUY
"Dusigning, Functional Textiles”
Alse specializing in Compler Lioms aud Stractures,
Instr. Bro. Kim, foyee Cavey, Stepfan Simpson,
Ken Cofwell
The LOOMS
Shakerag Street, Mineral Paint, WI 53565

The Clearing

An adult school of discovery in the
Arts, Crafts, nature and humanitbies.,
Offering cxamples:

Danish Cross Stitch
Weaving Classes
Navajo Rug Weaving
Write for free brochure:

The Clearing, P.O. Box 65
Ellison Bay, WI 54210

THE i,70M SHED
278 South Pleasanl '3t
nherlin, Mh 44074

OfFfers
individualized 1nstrartinn
in mhaft- awitching.Moirman,

compulter-enhanced bamirn theary
Phone (21417743520 pr wrile

SUMMER

86
WEARABLES - Mayer
RUGWEAVING -Kindahl
SPINNING —Murrow
INTRO WEAVING-Voiers
TAPESTRY - Harvey
COLOR - Znamierowski
FASHION - West
INTRO WEAVING-Redding
INTERMEDIATE - Redding
COVERLETS - Jarvis

Write: Harrisville Designs
Harrisville, NH 03450

FOLK ARTS TOUR OF
SPAIN—Sept. ‘86
Tapestries, carpet weavers, Moorish de-
signs, embroidery and lace. Small
groups. Altamira Tours, P.O. Box
20163, Denver, CO. 80220, (303)

Traditional Arts
in the Adirondack Mountains
Waorkshops in Basketry = Spinning « Weaving
* Qilling = Pottery ¢ Woodcarving » Cane
Building = amd mare.
Concerts, theatre, films, lectures and programs
fur children.
Write for @ complete 1988 summer schedule:
Adiranduck Lakes Center for the Arts, Box 10,
Blue Mt. Lake, NY 12812, (318) 352-7715.

399-3633.

School of Fiber Arts

on beautiful Washington Island, Wisconsin

! Summer oriented
ﬁ From May to October

48 classes—28 teachers
Weaving, Spinning, Natural Dyeing, Quilting, Basketry,

. Batik, Silk Screen Printing, Off-Loom Weaving and more

with special attention to the beginner.

Aftractive discount on famous Sievers Looms and Spin-
ning Wheels while here as a student.

ii Classes fill rapidly so early registration is suggested.

Write today!
Walnut Hill, Washington Island, W| 54246
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Vilkommen till
Hallavad Sheepfarm
Vargarda Sweden

siluateid T the Viisi-gita Highland
40 mites from Gottwnbaery
MIDSOMMER 1986 WEAVING COURSES

Individualized instruction

1 & 2 week courses beginning June 12th
Full accommodations for small families
PLUS:
Tour of Sweden’s Finest Loom Factory
Excursion to a Traditional Midsommer Fest
WE CAN ALSO ASSIST YOU IN:
¢ Purchasing a new Volvo at special Duty-Free
Prices
* Selecting and shipping a high guality Swedish
Loom
» Making travel arrangements at discounted group
rates
FOR FLIRTHER INFORMATION:
WRITE: Hallavad PHONE: Country Code—46

Box 3332 . Area Code— 322
44700 VARGARDA Local Sumber — 640
Sweden

Vilkonrmen till Haltavad!
Elisabeth Hudtén and David Little




LYEN

THOUSAND ISLANDS

CRAFT SCHOOL

AND TEXTILE MUSEUM

314 John Street, Clayton, NY 13624
SUMMER CLASSES

* Weaving
Joyce Robards
* Bobbin Lace
Radmila Zuman
* Weaving
Lou Deller
* Painting on Silk
Marilyn Forth
* Quilting
Carla Rodio
* Soft Sculpture
April Neisz
* Woven Rugs
Johanna Erickson
* Basketry
Susanne Arens

SUMMER WORKSHOPS
AT VESTERHEIM
synnmng, kg KA Rwling, Weaving asfhe -
s ol Vorsa, Nonway, Beganong d lotermaed e
Feling, Maturd Dheimg, sod muee, Aciess i gow
g i codbe b wand ibwaey
FIFIH ANNLUAL FXHIBITION OF WEAVING
IN THE NURWLLCIAN TRAINTION
July 35 - 37, 1w
Pt Moerecgian Aweerant SMuscon, oo
Lowea w2000 ATTN: dida Belai

Heart's Desire

1986 RETREATS
Wishington and Calilornia
June
Silk Rainbows

Michele Wipplinger
Karen Selk

August
Household Weaving
Jinny Hopp

Felted Garments
Regine Berdinka

November

Understanding the Structure
Sharon Alderman

Workshop for Teachers
Deborah Chandler

Jinny Hopp
31510 44th Ave. East '
Eatonville, WA 98328
(206) B47-5422

MACHU PICCHU FOLE ART & GALLERY OF THE AMERICAS
rab. 1974
Freernis

$th Aznnel TEXTILE LE ART Tour
July 16-Aug B
Viestlog Machu piceha, Ohineheron & nooee?
Lim ited spave, For details write
315 R, Fieat 8 fan dupe, Ca 95113 (40R] ZAD-1A00

SCANDINAVIA
FOR WEAVERS

Finland & Sweden

Optional extension:
Finnish Lapland

June 1987

Joanne Tallarovic, Escort

Arrangements by
Flagstaff Travel/American Express
508 N. Humphreys
Flagstaff, AZ 86001

1/800/952/9522 AZ
1/800/222/5670 Nat.

CRAFT WORLD TOURS

YUGOSLAVIA  june
YUGOSLAVIATHUNGARY  july
U55R august

Craft and folk art adventures, small groups
Contact Prot. Wilson, CRAFT WORLD TOURS
WJ.-6, 6776 Warboys Road, Byron, NY 14422

g gt

JUNE 23 THROUGH 27
CHAR TER BEEST

JUNE 30 THROUGH JULY 4
LILLIAN ELLIOTT

JULY 7 THROUGH 11
MAXINE KIRMEYER

JULY 14 THRCUGH 18
KARI LONNING
with Suzanna Douglas

FOR COMPLETE BROCHURE:
KIRMEYER SCHOOL OF FIBER STUDIES
P.0. BOX 24815
SAN JOSE, CA 951544815
408} 268-4513

Summer in
Santa Fe

W %
SANTA FE
AT

Expand your educational
horizons in the ambiance of
old adobe charm. Join us in

our exciting summer
classes . . . June thru
September 1986.

. BEGINKING SWEATER KNITTING
with Emilic Wacaser
DyES FOR THE A's
with Katherine Syhvan
SPINNING
with Marjorie Johnsen
Qrera WEAR WEAVING
with Marcia Kok
FuiX ART KNITTING
with Emilic ¥acaser
NATIVE DYES OF THE SOUTHWEST
with Norma Medina
COLOR ANALYSIS AND DRAPING
with Albertje Koopman
WEFT FACED RUG WEAVING
with Marilyn 1llard
KNIT wWiTH RAGS
with Marcia Kolk
RAG WEAVING
with Marcia Kolk
INTERMEDIATE AND ADVANCED
KNITTING MACHINES
with Kathleen Walke
FROM SHEED TO SHAWIL
with Annette Chaudet
NAVAIO WEAVING
with Ramyna Sakiestewa
BLGINNING FLOOR Loom C1.ass
with Marcia Kalk
FoLK ART KNITTING
with Emilic Wacaser
DRAPING AND DESIGN
with Lynne Horpedahl
BEGINNING KNITTING MACHINES
with Kathleen Walke

Write for complete class
schedule

1201 Cerrillas Road #7

Sante Fe, New Mexico 87501

(505) 983-1168
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FUBLICATIONS

Reviews

AN ILLUSTRATED GUIDE TO
MAKING ORIENTAL RUGS
Gordon W. Scott

Seactle: Pacific Search Press, 1984. 103 pp. ISBN
0-914718-94-0. Soft cover $14.95.

In spite of all of the fine bocks that have been
published on the subject of oriental carpets,
little more than paragraphs and pamphlets
have ever been written about these wonder-
ful textiles from the “‘how-to"’ perspective.
Yet the techniques involved are not difficult,
and should be of interest to handweavers with
a taste for ethnic weaves.

At last a book has been published that
describes the traditional methods used in the
weaving of oriental rugs. An llustrazed Guide
to Making Oriental Rugs is a practical manual
for the warping and weaving of Oriental pile
carpets, filled with clear step-by-step instruc-
tions, profuse illustrations and detailed prac-
tical advice regarding potentiai pitfalls. Ama-
jor feature of the book is a set of plans and
instructions for the assembly of an oriental
rug loom. Plans for two types of small looms
and a larger loom for rugs are provided. Pat-
terns for nine different rugs are also included.

The instructions do include some modifi-
cations of traditional procedures which make
the process more efficient. Scott also lists
tools and yarns available in the United States
which are either the same as or equivalent to
traditional materials. Oriental rugs can be
divided roughly into three classes: the boeld,
generally geometric rugs woven by nomads
and villagers primarily for their own use; the
palace carpets, designed by skilled artists utiliz-
ing intricate floral motifs, and between these,
the conventionalized, more repetitious de-
signs of the commercially produced rugs
produced from paper patterns by paid
weavers. This last category is the most sub-
stantial, and it is this tradition upon which the
techniques described in this book are based.
Although there isa brief overview of the types
of rugs and loams used in other contexts, the
reader will for the most part have to go else-
where for this type of background. The au-
thor lived in Iran from 195% to 1964, where
he developed a love for the carpets he col-
lected. He became interested in weaving them
only some years later, after his return to the
United States, where he was ultimately able
to find a Persian weaver to teach him these
techniques. It is regrettable that his interest
in technique did not emerge while he was still

An Ihestratied
Caiche 1oy Makiing

Oriental Rugs

Ceordion W, Scoll

in Iran, However this background is not es-
sential to the bock, which does fill a signifi-
cant vacuum for rug scholars and collectors
as well as handweavers.

Charlotte firousek
Charlotte Jirousek is a doctoral candidate in
Design at the University of Minnesota. As part
of her five year Peace Corps experience in
Turkey, she organized a weavers’ co-op.

TEMPLE, HOUSEHOLD,
HORSEBACK: RUGS OF THE
TIBETAN PLATEAU

Diana K. Myers

Washington, D.C.: The Textile Museum, 1984. 111
pp. LC # 84-521139.

The legendary isolation of Tibet has given mys-
tery to all things pertaining to this land in the
Himalayas. This has resultedin a quite real gap
in information about Tibetan Arts, in partic-
ular about its rug tradition. Diana K. Myers
has devoted six years of her life to filling that
gap. Her efforts have resuitedin thisbook and
an exhibition by the same name held Novem-
ber |, 1984 through March 31, 985 at the
Textile Museum in Washington, D.C.

In addition to a catalogue of the exhibi-
tion, the book contains essays on the histery
and origins of rug makingin Tibet, sources and
uses of symbol and design, materials and tech-
niques of rug weaving in Tibet, and functions
of Tibetan pile rugs.

The historical origins of Tibetan pile rug
weaving are obscure, since thay have been col-
lected only since the late nineteenth centu-
ry. No examples are known which can be dat-
ed with certainty to any earlier that the late
eighteenth century. Some scholars, howev-

er, believe that the tradition may be as much
as a thousand years old in Tibet. The origin
of the technique and much of the symbolism
is believed te be influenced by neighboring Chi-
na to the northeast, as well as Turkestan to
the northwest, and to a lesser extent, India
to the south. At the same time there are
characteristics of technique, design and func-
tion which are uniquely Tibetan.

Myers traces the tenuous historical evi-
dence with care, presenting varicus interpre-
tations of the data for consideration. She al-
so offers specific and detailed information
about the weaving, dyeing and design of these
textiles, praviding the reader with a scholar-
ly and well rounded context within which to
appreciate these previously obscure weavings.

Charlotte Jirousek

A SILK WORKER'S NOTEBOOK
Cheryl Kolander
Boulder: Interweave Press, 1986, 168 pages. ISBN
0-934026-18-1 paper. $12.00.
| was very happy to see a paperback version
of A Sitk Worker's Notebook cross my desk
recently. The original privately printed edi-
tion of this work, like silk, was truly a
luxury—printed on richly textured paper, lav-
ishly illustrated, with several silk fabric sam-
ples, and priced at $50. The new paperback
edition from Interweave Press contains the
original text plus a few additions, and is moder-
ately priced. It is a valuable reference for all
who work with, wear or merely covet silk.
This small book (52" x 812"} is a com-
pendium of silk history, folklore and practi-
cal advice on working with silk fibers and
fabrics. Kolander describes the varicus

82 [0 THE WEAVER'S JOURNAL




processes used in manufaccuring silk yarns,
from the hand reeling of cocaons to handspin-
ning the various types of silk fiber available,
to industrial yarn manufacturing processes.
One chapter is devoted to adiscussion of sik
yarns and their characteristics. A valuable por-
tion of the book is a ‘'dictionary’’ of silk
fabrics. A chapter is devoted to the care and
handling of silk fabrics with an appendix on the

bleaching of silk. Two other appendices pro-
vide notes on weaving with sillk and notes on
knicting with silk yarns (a new section).
The text is illustrated with line drawings
and black-and-white photos. A color photo
gallery has been added to this edition, show-
ing traditional and contemporary silkk fabrics.
A Sillkk Worker's Notebook is everything
you need to know about silk and some things
you don't need to know, but will enjoy learn-
ing about.
Karen Searle

VIDEQO!

TAPESTRY WEAVING—Level |
Nancy Harvey

P.O. Box 1328, Port Townsend, Washington
98368: Victorian Video Productions, |985.

Theoretically itis possible to write a book re-
view without reading every word in the baok.
I thought the same concept would be true in
reviewing the video tape on Tapestry
Weaving—Level | since | aiready knew the
beginning tapestry techniques so weli. My plan
was to watch, fast-forward, watch, fast-
forward, ecc. Well, that was not to be the
case. After about five minutes of viewing | was
completely mesmerized by Nancy Harvey's
seemingly effortless and uncomplicated way
of presenting her subject. Even with the stop-
ping and starting and freezing of the tape that
she asks her students to do, | could feel a
rhythm develop and | soon regretted not hav-
ing a tapestry warp in front of me to work
with.

The audience that the *video author "’ has
in mind is the non-weaving craftsperson ea-
ger to try a new craft (instructions are given
for building a nail frame loom}, and the begin-
ning weaver who has not yet tried tapestry
weaving.

The video, designed for active participa-
tion, first introduces us to the basic process,
vocabulary, looms, equipment, and material
and then moves on to the creation of three
small tapestries. Each tapestry flows logical-

“ly, moving from the simple to the challeng-

ing. The first project explores the basic tech-
niques of slic tapestry and the weaving of
curves. Project two presents weaving
horizontal and vertical stripes, square shapes
and interlocking. Project three includes weay-
ing a circle. After the three tapestries are
weven, Nancy shows two finishing
processes—one for a pillow and one for a wall-
hanging.

Video is an exciting format for self-study.
However, | would suggest supplementary in-
farmation on color and design and yarn selec-
tion and a bogk on tapestry techniques for
quick referral. Nancy Harvey does mention
the two tapestry books which she has
authored as references.

The price of the video is about that of
atwo day workshop. We are all aware of the
extra value one gets frorma group experience
and from having a good teacher (Nancy Har-
vey) in a class situation to personally guide us
through the material, motivate us and critique
our samples. The next best situation, how-
ever, would be using this video tape in a study
group with one or more dedicated friends.

Carolyn Golberg

News

OLD DAYS, OLD WAYS. An lilustrat-
ed Folk History of Ireland, by Olive Shar-
key is a collection of drawings of the tools
for life in ““the olden days" from 1800-
1930. The accompanying text describes the
lifestyle and activities of the people around
the home and on the land. Subjects of the
illustrations and text include thatching and
decorating the house, spinning, weaving,
lscework, canework and clothing. Cloth-
bound, 176 pp., $20.95. Available from: Irish
Books and Media, 683 Osceola Ave., St.
Paul, MN, 55105 (612} 647-5678.

Beverly Gordon is the editor of the NEWS-
LETTER OF THE HELEN L. ALLEN
TEXTILE COLLECTION (HATC) at the
University of Wisconsin-Madison, Volume |,
Number | has just appeared. The newslet-
ter will be a regular HATC publication, ini-
tially appearing once per year. For inforima-
tion: Beverly Gordon, Editor, Newslecter,
Helen L. Allen Textile Collection, 1300 Lin-
den Drive, University of Wisconsin-Madison,
Madison, WI 53706.

Fabric artist Eileen Maclntosh now publish-
es a monthly newsletter, CREATING. In-
cluded are crafc ideas, book reviews, ad-
dresses for catalogues from craft suppliers
and a monthly crafts pattern, $10/year for
12 issues. Order from: Eileen Maclntosh,
Creating, 23 Underwood St., Belmont, MA
02178.

“PEST BUSTERS” is the title of a brochure
available from The Textile Museum, Washing-
ton, D.C. This publication, designed and com-
piled by Abby Sue Fisher for the Conserva-
tion Department of the Museum, looks at
four household pests—moths, carpet beetles,
silverfish, mold and mildew—and offers ad-
vice on detection, control and prevention. for
information: The Textile Museum, Conser-
vation Department. 2320 'S’ Street, Washing-
ton, D.C, 20008,

BIAS LINE. A Newsletter for Cos-
tumers and Technicians, produced by
Bobby Ann Loper, is published | | times per
year and contains patterning and construction
ideas and techniques for creating theatrical
costumes. Subscriptions are $10.00 per year.
For infermation: Bias Line, Costume Tech,
140 Glendale, Suite 243, Lakeland, Florida
33803,

DOUBLE-WOVEN TREASURES
FROM OLD PERU, by Adele Cahlander
with Suzanne Baizerman, has now been pub-
lished by Dios Tejedoras Fiber Arts Publica-
tions, Double-Woven Treasures isa compre-
hensive analysis of the varieties of pre-
Columbian double cloth in private and muse-
um collections. Part | provides historical in-
formation and describes in detail examples
studied by the authors. Part ll provides instruc-
tions for reproducing the various weaves
described in Part | on simple two-bar looms,
inkle looms, rigid heddle Iooms and treadle
fooms. An extensive bibliography and detailed
glossary are also included. Available in both
hardcover ($30.00) and paper ($22.00). 208
pages, 20 color plates, 210 line drawings and
diagrarns, | 50 black-and-white photos. For in-
formation: Dos Tejedoras, 3036 N. Snelling,
5t. Paul, Minnesota 55113 (612) 646-7445,

WEAVE CALIFORNIA! s a new quarterly
newsletter directed to the weaving commu-
nity in Nerthern California. Weave Califor-
nia! is a locally oriented publication for guild
and non-guild members highlighting **Who's
doing what! Where? and When?"" Regular
sections include an events calendar, work-
shops listing, local award winners, guild news,
feature stories on local fiber artists. An ex-
tensive listing of used equipment for sale in
Narthern Catifornia is also included.
$18.00/year. For information: Weave
California!, 16 Santa Ana Place, Walnut
Creek, CA 94598 (415) 935-2026.
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CALENDAR

EXHIBITS, FAIRS,
FESTIVALS
ARIZONA

Prescott: The Mountain Spinners and
Weavers Guild will sponsor a fiber show of
handspun and handwoven wearables and in-
terior decor, including basketry, June 3-21
at Yavapai College Art Gallery, Rush & Shel-
don Sts., Prescour.

CALIFORNIA

Berkeley: Pacific Basin Gallery of Textile
Arts will sponsor the following exhibits in
1986 Kay Pentzien, **¥Works on Fiber & Pa-
per,” April 3-May 2, 1986; | 4th Annual Stu-
dent Show, May 9-June &, 1986; Group
Show, June 13—July 3, 1986.

Monterey: Monterey County Fair Wool
Show, August [2-17, 1986. Events include
wool judging open to the public on August | 2
and a fiber to fabric demonstration Sunday
morning, August |8, followed by a fleece auc-
tion. For information: Monterey County Fair,
P.Q.Box | |51, Monterey, Ca 93942, (408)
372-5863.

San Francisco: The ACC Craftfair will be
held in 5an Francisco, August 6—10, 1986, ac
Fort Masen Center.

Stockton: The Haggin Museum, Victory
Park, 1201 N. Pershing Ave, Stockton, will
sponsor the following exhibits in |986:
“'Aspects of American Weaving,”' April
26-June |; "*19th Century Coverlets from
the Permanent Collection,"" Aprii 26—May 18;
“'E. E. Gilmore Retrospective,”’ April 26-May
18; “Contemporary Handweaving,”" April
26—June |.

COLORADO

Boulder: The Handweavers Guild of Boul-
der announces a national exhibition of weara-
ble art, *‘Body Adornment— A Step Beyond,™
Boulder Center for the Visual Arts, 1750
Thirteenth 5t., June 5-July 3, [986.

DELAWARE

Newark: ' ‘High Tech Meets High Touch,”
an invitational exhibit featuring the work of
fiber artists who have been using the com-
puter as an artistic tool, wili be shown at the
University Gallery, University of Delaware,
Newark, Delaware, April 27-May 23, 1986.

DISTRICT OF COLUMBIA

Washington: ''From East to West: New
Treasures for the Textile Museum'” will run
from February é to june 7, | 986 at The Tex-
tile Museum.

GEORGIA

Marietta: The Jubilee Cultural Arts Festival
will be held May 24, 25 and 26, 1986 at the
Marietca/Cobb Fine Arts Center, 156 Church
St., Marietta, Georgia.

IDAHO

Boise: 'For the Floor: Contemporary Ar-
tists' Rugs," an exhibition organized by the
American Craft Museumn, will be held at the
Boise Galiery of Art, August 2-September
14, 1986.

INDIANA

Indianapolis: The following exhibits will be
held at The Indianapolis Museurn of Art, 1200
W 38th 5t., Indianapolis, Indiana: **Four De-
cades of Fashion: Selections from the Collec-
tion,”” April 19-June |, 1986 *'Fiber R/Evo-
tution,"" April 19=June |, 1986; ''Traditional
Arts of Africa, Oceania and the Americas:
Selections from Private Collections,"' July
B-September 7, |986.

IOWA

Ames: ''Legends in Fiber,"* an exhibition of
the work of *'living legends'” in the fiber arts
will be shown at the Octagon Center for the
Arts, March |é~-April 30, 1986. Artists
represented include: Anni Albers, Neda Al-
hilali, Ruth Asawa, Lenore Davis, Sheila Hicks,
Glen Kaufman, Jack Lenor Larsen, Alice Par-
rot, Debra Rapaport, Ed Rossbach, Cynthia
Schira, Kay Sekimachi, Lenore Tawney,
Katherine Westphal and Claire Zeisler. For
information: **Legends in Fiber,”” The Octa-
gon Center for the Arts, 427 Douglas, Ames,
lowa 50010 (515) 232-5331.

Decorah: The Fifth Annual Exhibition of
YWeaving in the Norwegian Tradition will be
held July 25, 26 and 27, 1986 at Vesterheim,
The Noarwegian-American Museum in
Decorah. The exhibition is a judged showing
of handwoven abjects in the tradition of Nor-
wegian folk weaving sponsored by the
Norwegian-American Museum in connection
with the Decorabh Nordic Fest.

MASSACHUSETTS

North Andover: "'Rugs: Contemporary
Handwoven Floorcoverings,” a juried exhi-
bitien of the works of northeastern textile
artists, wili be held at the Museum of Ameri-
can Textile History, B00 Massachusetts Ave. ,
North Andover, February 9-June 15, 1986.
West Springfield: ACC Craftfair West
Springfield will be held at the Eastern States
Exposition Center, June 16-22 (open to the
trade), June 20-22 {open to the public) | 986.

MICHIGAN

Bad Axe: Thumb Area Lamb and Fiber Af-
fair, July 4 & 5, 1 986, Huron Community Fair-
grounds, Bad Axe. For infarmation: Huron
County Cooperative Extension Service, 104
County Building, Bad Axe, Ml 4841 3.

Niles: Feurth annual Fiber Fest sponsored by
the Michiana Fiber Artists Co-op, will be held
May 31 at Fernwood Center, 1720 Range
Line Rd., Niles. For information: Virginia
Handy, 3503 Edwards Rd., Sodus, M1 49126,

MINNESOTA

5t. Paul: The Goldstein Gallery at the
University of Minnesota announces the fol-
lowing exhibits: *‘Danish Immigrant Homes:
Glimpses from Southwest Minnesota,”” March
9-April 25, 1986, '*Handerafts from Finland,™
May 4-|uly 18, 1986; “*Kashmiri to Paisley:
Cultural Interactions,” July 27-October 3,
1986; “'Paris in the Cities,”” Cctober 19,
1986—January 9, 1987.

MISSISSIPPY

Jackson: *‘Mississippi Weaves,"” sponsored
by the Chimenyville Weavers Guild and the
Dyed-in-the-Wcol Weavers will be held in
July, 1986 at the Deposit Guaranty Plaza. For
information: Marcy Petrini, 950 Fairfax Cr.,
Jackson, MS 39211 (601) 957-1423.

NEW MEXICO

Los Alamas: The Fuiler Lodge Art Center
will spensor *'Que Pasa: What's Happening
in New Mexican Art,” from April 1 |-May |1,
1986 and the Fourth Biennial Juried Craft Ex-
hibit, an exhibit of work by craftspeople resid-
ing in Arizona, Colarado, New Mexico, Texas
and Utah, june 20-July 27, 1986.

NEW YORK

Ithaca: Eighch annual Upstate Crafts Fair, Au-
gust 7-10, 1986 at Ithaca High School. Juried,
quality crafts. Demonstrations. Trade Fair.
For information: SASE to Upstate Crafts,
P.O. Box 173, Ithaca, NY 14851 (607) 257-
4618 or 273-4783,

New York City: George Little Manage-
ment, Inc. will sponsor **Surtex "86,"" a sur-
face design exhibition, at the Jacob K, Javits
Convention Center, May 10-13, 1986. For
information: Alan Steel, Show Director,
Gearge Little Management, Inc., 2 Park Av-
enue, Suite 1100, New York, NY 10016
(212) 68B6-6070,

OREGON

Salem: A Sheep-to-Shawl/Sweater Demon-
stration will be held on the grounds of Mis-
sion Mili Village, 1313 MiliSc. S.E., Salem, Ore-
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gonon May 24, |986. For information; Debra
Vassallo, Mission Mill Village, 1313 Mill St.S.E.,
Salem, OR 97301 {503) 585-7012.

PENNSYLVANIA

Philadelphia: "'Fiber Arts 86, the 33rd an-
nual exhibit of juried works by the Philadel-
phiz Guild of Handweavers, will take place
May Il-june 8, 1986 at che University of
Pennsylvania Museum, Sharpe Gallery, 33rd
and Spruce Sts., Philadelphia.

Womelsdorf: Second Annual Fleece Day at
Amazing Acres Custom VYool Processing,
Route 419 North, Womelsdorf, Saturday
June 7, 1986. For information: (215)
589-4023.

RHODE ISLAND

Bristol: The Haffenreffer Museum of An-
thropology, Mount Hope Grant, Bristol,
Rhode Island 02809, announces the follow-
ing exhibits during summer, 1986: *'North-
ern Plains and Plateau Hide Clothing and Bead-
work,"” the William Drayton Collection,
1880-194¢; ' Curator’s Cheice," costumes,
artifacts, related textiles from Micronesia,
Polynesia, Oceania, Africa and China; ‘‘South-
east Asian Folkart,”" Laotian Hmong embroi-
dery and applique, basketry and Buddhist al-
tars from Thailand.

TENNESSEE

Gatlinburg: The Arrowmeont School of Arts
and Crafts announces the following exhibi-
tions in |986: “‘Tennessee—State of the
Arts,”” April 5-May 21, 1986; ' Arrowmont
Summer Faculty and Staff Exhibition,” May
30-August 15, 1986,

VERMONT

East Burke: The eighth annual Yermomt
Sheep and Wool Festival will be held at the
Burklyn Barns in East Burke, May 24, 1986.
For information: David & Cherrie Kennedy,
Newark St., West Burke, ¥T 05871.

VIRGINIA

Alexandria: The National Standards Coun-
<il of American Embroiderers presents **Nee-
dle Expressions 1986, August 31 to Qctober
12, 1986 at The Atheneaum.

WASHINGTON

Monroe: The sixth annual “‘Ewe to You'' fes-
tival will be held June 28, 1986 at the Ever-
green State Fair Grounds. The event is spon-
sored by the Valley Spinners Guild and the 4-
H Sheep and Spinning Programs. For informa-
tion: joanne Hiersch, 8620 139ch Ave. SE,
Snohomish, WA 98290.

WISCONSIN

Sheboygan: The sixteenth annual Qutdoor
Arts Festival, spensored by the John Michael
Kohler Arts Center, will take place July 19
and 20, 1986 at the Arts Center,

Waukesha: The Yisconsin "86 Spin-In, spon-
sored by the Spindle & Dyepot Guild of Mil-
waukee, will be held Saturday, September 20,
1986 at the Waukesha County Fairgrounds.

Wausau: “'Art to Weave: New Handmade
Clothing," an exhibit organized by the Ameri-
<an Craft Museum; sponsored by International
Paper Company Foundation with special fund-
ing by Bazell and Jacobs, Ine, will be at the
Leigh Yawkey Woodson Museum, Novem-
ber 2-December |15, 1986.

WYOMING

Douglas: *'Fiber Affair,"”” will be held at the
V¥yoming State Fairgrounds in Douglas, June
20-22, 1986. The event will include work-
shaps, exhibits, and sale. For information:
Wyoming Fiber Affair, Community Educa-
tion, Box 1028, Douglas, Wyoming 82633.

CANADA

ALBERTA

Edmonton: Sheep to Garment Competi-
tion, July 22, 1986, as part of Edmonton's
Klondike Days Exposition. The competition
will be managed by Sheep Creek Weaversin
co-operation with Edmonton Northlands.

ONTARIO

Brockville: “*Surmer Treasures il amixed
media exhibition of arts and craftsby area ar-
tists and craftspersons, will take place june
21 -Avgust 30, 1986 at Heritage Crafts,
Sheridan Mews, [82-186 King St. Woest,
Brockville, Ontario. Featured will be weav-
ing by Joanne Coljee Ostler and Laurie Penny.

Mississauga: Sheridan College, Schoal of
Crafts and Design will hold its annual May
show, May [0-11, 1986 at the Lorne Park
Campus, 1460 South Sheridan Way, Missis-
sauga, Ontaria.

Toronto: The American Tapestry Alliance
international juried exhibit, *'Panorama of
Tapestry,'’ will take place July | -August 15,
1986 at the University of Torento, Faculty
of Music, Edward Johnson Building, Toran-
to, Canada. The American Tapestry Alliance
is an organization dedicated to the promotion,
awareness of, and appreciation for tapestries
designed and woven in America. This exhibit
is one of the specialized exhibits held in con-
junction with Convergence '86.

CONFERENCES

ARIZONA,

Flagstaff: The Third Biennial Intermountain
Weavers Conference will be held on the cam-
pus of Northern Arizona University in July
1987.

CALIFORNIA

Berkeley: “‘Surface Design: In Use,"" the
southwest regional conference of the Surface
Design Association, will be held at the Univer-
sity of California, Berkeley, May 31 and June
I, 19B&. For information: Pacific Basin School
of Textile Arts, 1659 San Pablo Ave., Ber-
keley, CA 94702 (415) 524-0777,

Oakland: ART/CULTURE/FUTURE, a na-
tional, interdisciplinary conference sponsored
by the American Craft Council will take place

IF YOU WEAVE ...
The Mannings have everything
you need!!!

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

Looms * Leclerc - Gallinger
Schacht - Harrisville

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

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

Name Brand Yarns By: CUM, Lily,

Fawcett, Reynolds, Plymouth,
Stanley  Berroco, Harrisville,
Kalmes
ORDER TOLL FREE
DIAL
1-800-233-7166

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

Catalog and Rug Wool Samples —
$1.00

THE MANNINGS
1132 Green Ridge Rd
P.O. Box 687
East Berlin, PA 17316
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June 4-7, 1986 at the Qakiand Museum. The
conference will examine issues of importance
to all who are involved with craft: craftsper-
sons, designers, artists and architects; indus-
try, gallery and museum representatives; con-
sultants, critics, reporters, educators, pub-
lishers and arts administrators; private, public
and corporate collectars. For information:
Susan Harkavy or Patricia Greenhill, Ameri-
can Craft Council, 45 West 45 Street, New
York, NY 10036.

Stockton: The 33rd annual Conference of
Northern California Handweavers will be held
April 25, 26, 27, 1986, Speakersinclude: Nan-
¢y Harvey, lrene Waller, Mary Elizabeth
Laughlin, Sandi Wright, Shereen LaPlantz and
Albertje Koopman. For information: Regis-
tration, P.O. Box 172, Merced, CA 95340
or Penny Sanchez, 4519 N. Ebbet, Stockton,
CA 95207 (209) 951-2848.

COLORADC

Denver: The | 986 Midwest Weavers Con-
ference will be held June 6-9, 1986 at Loret-
to Heights College in Denver, Colorado, For
information: Rocky Mountain Weavers Guild,
Artn: Connie Dolezal, P.O. Box 22687, Den-
ver, CO 80222,

Telluride: The Teiluride Academy and Judy
Mulford will host a week-long national
basketry sympeosium, June 29-July 4, 1986.
For infermation: SASE 1o Judy Mulford, 2098
Mandeville Canyont Rd., Los Angeles, CA
90049,

DELAWARE

Newark: The Spring Conference of the
MidAtlantic Fiber Association will be held May
17, 1986 at the University of Delaware Con-
ference Center, Newark. Featured speakers
are Mary Walker Phillips and Randali Darwall.
For information: Pat Bendler, Rt. 2, Box 72,
Thorofare, N) 08086,

FLORIDA

Galnesville: "American Crafts Council
Seutheast Region Annual Conference,” at the
University of Florida, May 21-24, 1986. For
information: Ray Ferguson, Conference
Coordinator, College of Education, Univer-
sity of Florida, Gainesville, FL 32611, (904}
392-0761.

Winter Park: The Florida Tropical Weavers
Guild will hold its annual state convention at
the Langford Hotel, Winter Park, Fiorida,
April 18-20, 1986. The theme is '‘Something
Spacey.’" Workshops inweaving, basketry and
other fiber arts are planned. Workshop lead-
ers include Doramay Keasbey (weaving) and
Shereen LaPlantz (basketry). For information:
Deonna Sullivan, 1134 Montego Road W,
Jacksonville, FL 32216,

ILLINOIS

Springfield: '‘Weaving and Education: A
Contemporary Dialogue,”” a conference ex-
ploring developments in American weaving
and weaving education from the turn of the
century to the present, will take place May
17, 1986 ac the lllincis State Museum, Spring-

field. This conference is held in conjunction
with the Chicago Historical Society's exhibit
on Edward Worst, which wili be at the lllinois
State Museum from April 19-June |, |986.
For information: Maureen McKenna, The II-
linois State Museum, Spring and Edward Sts.,
Springfield, lllinois 62706.

MASSACHUSETTS

Nantucket Island: The Northeast Regian-
al Surface Design Conference will be held Sep-
tember 26-28, 1986 at the Nantucket Island
School of Design. For information: Cathie

Joselyn, Art Department, Clarion Universi-
ty, Clarion, PA 16214 (814) 226-2523.

MICHIGAN

Ypsilanti: "'Lace Place Ten,” the tenth an-
niversary conference of the Great Lakes Lace
Group will be held April 30 to May 4, 1986
at the Hoyt Conference Center, Eastern
Michigan University, ¥psilanti. For informa-
tion: Linda Knapp, | 7757 Redfern, Detroit,
Michigan 48219,

MONTANA

Billings: **Spinning and Weaving Make Fiber
Friends,”” MAWS 1986 will be held at East-
ernMontana College, June 20, 21, 22, | 986.
The conference is sponsored by the Montana
Association of Weavers and Spinners. For in-
formation: Marge Ferrin, 2509 Cook, Billings,
Montana 52102.

NEW YORK

Rome: The Rome Arts and Community Cen-
ter, along with Flo Hoppe, will host a week-
long national basketry symposium August
17-23, |986. For information: SASE to Flo
Hoppe, Rome Arts and Community Center,
308 W. Bloomfield. Rome, NY 13440,

TEXAS

Ingram: The second annual Spinfest will be
held on the campus of the Hill Country Arts
Foundation on October 23, 24 and 25, 1986.
The instructors will be Arlene Mintzer, Iris
Dozer and Celia Quinn. For information:
Jeanne Bowman, Art Director, Hill Country
AytsFoundation, P.O. Box 1 76, Ingram, TX
78025 (512) 367-5121,

VIRGINIA

Orkney Springs: The S5PIN-OFF autumn re-
treat, SOAR | 986, will be held October 2-5,
1986 at Shrine Mont Conference Center, Or-
kney Springs. For information: Dale Pet-
tigrew, Interweave Press, Inc., 306 N.
Washington Ave., Loveland, Colorade 80537
(303) 669-7672.

WASHINGTON

Seattle: 'SD Biz,"" the northwaest regional
Surface Design Association conference, will
be held June 27-29, 1986 at the University
of Washington, Seattle. For information:
Richard Proctor, School of Arc DM-10,
University of Washington, Seattle, WA
98195.

Tacoma: The National Standards Council of
American Embroiderers {NSCAE) wili held its

third annual study retreat at the University
of Puget Sound, June [-14, §986. Constance
Howard will be the instructor for this two
week concentrated learning experience. For
information: Judy Mirrer, Stonybrook Road,
Middlebury, CT. 06762,

WISCONSIN

Mineral Point: ''Colloquy 86" will be held
at The Looms, Mineral Point, W1, June 30-]uly
2, 1986. The topic will be **Designing Func-
tional Textiles.” For infermation: The Looms,
R3, Shake Rag St., Mineral Point, W1 53565
{608) 987-2277.

CANADA
BRITISH COLUMBIA

Vancouver:The | 3th Biennial Conference
of the Association of Northwest Weavers'
Guilds, 'Fibres Forever,”” will be held June
20-28, 1987, at the University of British
Columbia, Yancouver. The keynote speaker
will be Ann Sutton. For information: Allen
Sanderson, 535 615t 5¢., Delta, B. C., Cana-
da V4K 31X6.

MANITOBA

Winnipeg: The Fourth Annual Conference
on Textiles and Complex YWeaves will be held
July I'1-13, 1986. Sponsored by The Charles
Babbage Research Centre, the Conference
will take place at the University of Manitoba,
Winnipeg. The proceedings of the Confer-
ence will be published and will appear as a vol-
ume of Ars Textrina. For information: Dr.
Janet A. Hoskins, Department of Computer
Science, University of Manitoba, Winnipeg,
Manitoba R3T 2N2.

ONTARIO

Toronto: “'Cenvergence '86," sponsored
by the Handweavers Guild of America will be
held in Toronto, Canada, July 17-20, 1986.
The biennial conference’s first appearance in
Canada, is co-hosted by the Ontario Hand-
weavers and Spinners and the Ontario Crafts
Council. The theme is ""A Pancrama of
Canada—A Fibre Spectrum.”’ For informa-
tion: Ontario Crafts Council, 346 Dundas St.
W., Toronto, Ontaric M5T 1G5, Canada.

WEST GERMANY

Delmenhorst: ‘'Marketing Chances—
Handweaving/¥eaving Design,’” the interna-
tional crafts meeting of Texzilforum at Eichen-
hof Farm, will be held May 30, 31, and June
I, 1986 at Delmenhorst (near Bremen, West
Germany). For information: Textilforum e.
V., P.O. Box 59 44, D-3000 Hannover |,
West Germany.

TO ENTER

Deadline May | for slides and May 24, 1986
for hand carried entries for ‘‘Fiber Celebra-
tion '86,"" a juried exhibit sponsored by the
Northern Colorado Weavers Guild. The ex-
hibit will be held June 2 through June 27, 1986
at the Loveland Museum, Loveland, Colora-
do. Forinfarmation: SASE to Fiber Celebra-
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tion ‘86, 5515 West Hwy 34, Loveland, CO
80537.

Deadline May 9, 1986 for return of appli-
cations for the 4th Biennial Juried Crafc Exhi-
bition at Fuller Lodge Art Center, Los Ala-
mos, New Mexico. Craftspeople residing in
Arizona, Celorado, New Mexico, Texas and
Utah are eligible to submit their work. For
information: SASE to Biennial Craft Exhibi-
tion, Fufler Lodge Arc Center, P.O. Box 790,
Los Alamos, NM 87544,

Deadline May 15, 1986 for entries to
Lafayesta | 986, a juried arts and crafts fes-
tival, August 30 and 3f, 1986 in West
Lafayewe, Indiana. For information: Sue
Paschke, Greater Lafayette Museum of Art,
101 South 9th St., Lafayecre, IN 475901 .

Deadline June I, 1986 for a design compe-
tition in celebration of the Great Lakes Lace
Group's | Oth anniversary. For information:
SASE to Linda Knapp, 17757 Redfern,
Detroit, MI, 49219,

Deadline June 20, 1986 for entries for " A
Celebration of Creativity,'’ the | Ith annual
fiber and textile exhibit sponsored by the
Whitewater Spinners and Weavers Guild, July
20-August 8, 1986 in the Crossman Gallery
on the University of Wisconsin-Whitewater,
Whitewater, Wisconsin. For information:
Gloria Madsen, Ri. |, Box [28-C,
Whitewater, Wisconsin 53190.

Deadline June 30, 1986 for Access to the
Avrtssixth annual juried fiber show, Fiber Na-
tional ‘86, September | 3-October 25, 1986
at the Adams Memorial Gallery, Dunkirk,
New York. Open to U.5, resident fiber ar-
tists. For information; SASE to Adams
Memorial Gallery, 600 Central Ave.,
Dunkirk, NY 14048 (716) 366-7450,

Deadline July 1, 1986 for registrations and
fees for the Fifth Annual Exhibition of Weav-
ing in the Norwegian Tradition, a juried exhi-
bition sponscred by Vesterheim, The
Norwegian-American Museum. Open to
weavers in the United States and Canada. En-
try dates: July | chrough July 13, 1986. No
object arriving after July | 3 can be considered
for judging or exhibition. For information; Lila
Nelson, Yesterheim, Decorah, lowa 52101

Deadline July 21, 1986: Slides due for
"*Spare Parts,”” a national juried exhibition of
artwerk made from found objects, October
|0-November 8, 1986. For information:
Galeria Mesa, P.O. Box | 466, Mesa, Arizo-
na 85201-0904.

Deadline August 2, 1986 for “‘Just for
Fun,” amulti-media exhibition open to all craft
media and fine arts. Sponsored by Guilford
Handcrafts, Inc. the exhibit will run from Oc-
tober 5 to October 25, 1986 at The Mill Gal-
lery, Guilford, Connecticut, For information:
SASE to Just for Fun, Guilford Handerafts
Center, P.O. Box 221, Guilford, CT (6437,

Deadline August |5, |986: *'Fiber Forum
‘86," September 28-November 7, 1986. A
juried regional exhibition of fiber works ex-
ecuted in any medium during the past two
years. Open to artists living within 150 miles

of Miami University. For information: SASE
to Susan Kristoferson—Fiber Forum ‘86, Art
Dept., Hiestand Gallery, Miami University,
Oxford, Ohic 45056,

Deadline August 16, 1986 for slides for
“*Space: New Form/New Function,”" a com-
petitive national exhibition sponsored by the
Arrowmont School of Arts and Crafts, The
exhibit will focus on the exploration of a va-
riety of concepts as related to space and te
project new forms and functions in two or
three dimensional media. For information: Ar-
rowmont School, P.O. Box 567, Gatlinburg,
TN 37738 {615) 436-5860.

no deadline stated for ‘'Mississippi
Weaves,'' a juried show open to all weavers
in Mississippi, sponsored by the Chimenyville
Weavers Guild and the Dyed-in-the-Wool
Weavers, July | 986 at the Deposit Guaranty
Plaza in Jackson, Mississippi. For information:
Marcy Petrini, 950 Fairfax Cr., Jackson, MS
39211 (601} 957-1423.

no deadline stated: *'Wearable Art for the
Collector,” juried exhibition, fashion show
and sale at the Evansville, Indiana Museum of
Arts and Science, April 7-May 5, 1986. For
information: SASE to First Additions, 2920
North Commonwealth 4B, Chicago, IL
60657,

no deadline stated: The Association of
Michigan Basketmakers are currently accept-
ing teacher proposals for the 1986 Michigan
Basketmakers Convention, Detroit, Michi-
gan, October | 986. For information: Kath-
leen P. Crombie, Convention Chairperson,
c/o Tint & Splint Basketry, 29529 Ford Rd.,
Garden City, MI 481 35.

ANNOUNCEMENTS

Speakers and workshop teachers in-
terestedin che | 987 Mid-Atlantic Fiber Con-
ference at Montclair College, New Jersey, July
10-12, 1987, please send resume, references
and workshap outline to Program Chairper-
son, Lee Diamond, 2570 Wunnewetta Road,
Cutchogue, New York 11935 (516)
734-5450.

The Great Lakes Lace Group announces
theintroduction on May 2, 1986, of the first
American postage stamps devoted to lace,
The Lace Group is preparing its own first-day
cover to be officially cancelled on May 2. For
information: Great Lakes Lace Group, clo
Mrs, Shirley Coe, 26024 Cathedral, Redford,
Michigan 48239,

The Detroit Institute of Arts announces
the appeintment of Angela Lakwete as Tex-
tile Conservator in the Conservation Services
Laboratory. Ms. Lakwete spent nine years in
the Textile Conservation Department at the
Metropolitan Museum of Art where she
worked on fabrics of all cultures with emphasis
on Dynastic Egyptian and [slamic. She is a spin-
ner, dyer and weaver,

Grandor Industries Ltd. has moved to larg-
er premises in Escondido, California. Their
new address is 7 | 6 East Valley Parkway, Unit
48, Escondido, CA 92025 (619) 743-2345,

2.4 & é ply in 8 earthy
natural wool colors.

natural white wool in
various weights and plies.

2 & 4 ply wooly Berber
yarms in 6 rustic colors,

2 & 4 ply top dyea
Berber in & tweed <t
colors. NEW!

&{ sturdy 3 ply weol

in 16 subtle shades.

fine 2 ply wool for warp
or weft in 28 custom
dyead colors,

the Heavyweight-
a bulky wool yarn
in @ bold colors,

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

b‘.‘j all wool novelty yarns

in 12 colors o coordinate
with our fine 2 ply and
soft clothing yarns.

?,,? carded wool in 5
natural and ¢ dyed
colors.

Send $4.00 for Sample Cords
Dealer Inquiries Invited

3737 Main Street, Dept, W
Philadelphia, PA 19127

\A Tradition in $pinning Since 1880/
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SIUDY & TRAVEL

STUDY
ARIZONA

Mesa: The Mesa Cultural Program offers an
ongoing series of classes in the fiber arts. For
information: Mesa Culeural Program, P.O.

Box 1466, 155 N. Center, Mesa, AZ 85201 .

CALIFORNIA

Berkeley: The Pacific Basin Gallery of Tex-
tile Arts wilt sponsor the following lectures
in 1986: "'Spatial Texts,”" by Francis C. But-
ler, April 18; **llluminated Sculpture, ' by Vic-
toria A. Rivers, May 19.

Mendocino: The Mendocine Art Center,
Summer Session will begin June 16, 1 986. Tex-
tile classes include off loom, surface design,
knitting, tapestry weaving, batik, basketry,
fabric printing, paper, boundweave. For in-
formation; Lolli Jacobsen, Mendocino Art
Center, 452 Little Lake 5t., P.O. Box 765,
Mendocing, CA 95460.

IOWA

Decorah: Workshops sponsored by
VYesterheim, The Norwegian-American
Museumn, July | {-August 17, 1986. Classes
include traditional avershot, pile and bound
weaves, felting, ethnic knitting, spinning,
nalbinding, dyeing, embroidery, straw work.
For information: Lila Nelson, Vesterheim,
Decorah, lowa 52101.

MAINE

Kents Hill: Horizens, The New England
Craft Program will offer spring and summer
workshops in clay, photography, papermak-
ing, feltmaking, batik and kiln building at their
new facility in western Massachusetts, begin-
ning April 19 and continuing to August 25,
1986, For information: Horizons, 374 Ol
Montague Rd., Amherst, MA 01002,

MICHIGAN

Ann Arbor: The Michigan League of Hand-
weavers announces its | 986 workshops to be
held at Concerdia College, Ann Arbor, Michi-
gan, June 6, 7, B, 1986, For information:
Charfene Hancock, 300 Brookside Dr., Ann
Arbor, Ml 48105,

MINNESOTA

St. Paul: Complex weaves: from the tradi-
tional floor foom to the Jacquard, June [ 6-28,
1986. For informatien: University of Min-
nesota, Dept. of Design, Housing and Ap-
parel, 240 McNeal Hall, St. Paul, MN 55§08
(612) 624-9700.

NEW HAMPSHIRE
Harrisville: Harrisville Designs Summer

Workshops will begin June 23 and continue
until September 6, 1986. For information:
Sharan Driscoll, The Weaving Center at Har-
risville Designs, Harrisville, NH 03450,

NEW MEXICO

Santa Fe: Shared Horizons will offer semi-
narsin Southwestern Weaving {May 8-10) and
Fiber and Dye Identification (May | 13. Forin-
formation: Recursos de Santa Fe, 227 East Pal-
ace, Dept. T, Santa Fe, NM 87501.

NEW YORK

Croton-On-Hudson: The Niddy Noddy will
offer Navajo rug weaving, April |, 15, 22 and
29, May 6 and |3, 1986, For information: The
Niddy Noddy, 416 Albany Post Rd, Croton-
On-Hudson, New York, 10520.

PENNSYLVANIA

Lancaster County: Klara Cherepov will
conduct fiber arts workshops at Historic
Smithton, in Lancaster County. Classes will
be offered in the fundamentals of weaving,
garment and product design. For information:
Klara Cherpov YWarkshop, Historic Smithcon,
900 West Main St., Ephrata, PA 17522 (717)
738-3333.

TENNESSEE

Gatlinburg: The Arrowmont School of Arc
and Crafts offer one and two week classes
in fibers during its 1986 Summer Workshop
Pragram, June 9-August | 5, 1986. Forinfor-
mation: Arrowmont School of Arts and
Crafts, P.O. Box 567, Gatlinburg, TN 37738
(615) 436-5860.

VYERMONT

Ludlow: Fletcher Farm School for the Arts
and Crafts will offer week-long and weekend
fiber courses for beginning and advanced stu-
dents during its summer session. For informa-
tion: SASE Fletcher Farm School, Ludiow,
Yermont 05149,

WASHINGTON

Tacoma: The third study retreat sponsored
by the Council of American Embroiderers will
be heid June | to 14, 1986 at the University
of Puget Sound. The Summer Seminar, ' Frem
Sound to Summit,”" will be held from June 9
to |4, 1986, in conjunction with the study re-
treat. For information: SASE to NSCAE,P.O.
Box 8578, Northfield, IL 60093,

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 Coordinator,
Correspondence Courses, Australian Flying
Arts School, cfo Brisbane CAE {Kelvin
Grove), Victoria Park Road, Kelvin Grove Q
4059.

CANADA
ONTARIO

Mississauga: Sheridan College School of
Crafts and Design will offer fiber classes dur-
ing its Summer Session, June 30-August B,
1986. For information: Betty Kantor,
Sheridan College School of Crafts and Design,
Lorne Park Campus, 1460 South Sheridan
Way, Mississauga, Ontario, L5H |1 Z7.

SCANDINAVIA
DENMARK

Copenhagen: Det Danske Selskab will of-
fer a summer course on Design in Seandina-
via, August 24-September &, |986. For in-
formation: Det Danske Selskab, The Danish
Culwiral Institute, Kultorvet 2, DK-1175
Copenhagen K, Denmark.

TRAVEL

Peru: Weavers Hike in Peru, 3 weeks in May
and June 1986, Customized tour featuring 8-day
trek through remote villages. Visit Lima, Cuz-
co. Machu Picchu, Titicaca. For information:
Betty Davenport, 1922 Mahan, Richland,
Washington 99352 (509) 946-4409%.

Scandinaviaand the U.5.5.R.: The fifth bien-
nial crafts tour conducted by Michael Scott, edi-
tor of The Crafts Report, June 30 to july 21,
1986. For information: SASE (business size) to
Michael Scott, 3632 Ashworth Nerth, Seartle,
¥Washington 98103.

Indonesian Archipelago: Arc expedition led
by Mary Hunt Kahlenburg, specialist in Indone-
sion textiles and art, June 6-June 29, 1986, For
information: Ramayana Tours, Int., 817 Anita
Street, Redondo Beach, CTA 90278,

Nepal and Northeast India: Globa! Views
Tours presents " Behold the Jewel in the Lotus,™
a tour of artisans and Buddhist culture, Novem-
ber 1-23 {Part |} and November 22-December
11, 1986 (Part II). For information: Global Views,
R.R. 3, Spring Green, WI 53588,

Yugoslavia and Hungary: Tom Wilsan and
Sherry Clark will offer a crafts tour to Yugesla-
via, June 28-July 15 and a crafts tour to Yugo-
slavia and Hungary, July 12-31, 1986, Forinfor-
mation: Craft World Tours, 6776 Warboys
Road, Byron, NY [4422.

USSR: Craft World Tours wil offer a craft tour
of the USSR, August | 5-September | 1986_For
information: Craft World Tours, 6776 Warboys
Road, Byron, NY 14422,

88 U THE WEAVER'S JOURNAL




THE WEAVER'S MARKET CLASSIFIEDS

The Weaver's Market classified adver-
tising rate is .75 per word, $15.00 minimum,
Deadline for the summer issue is May 31
Pre-payment must accompany ads. Send
your ad copy to: The Weaver's Market
Classifieds, c/o The Weaver's fournaf, P.O.
Box 14238, 5¢. Paul, MN 55114,

EQUIPMENT

GLIMAKRA, LECLERC, HARRISVILLE &
BEKA LOOMS. Ashford & Louét wheels. Chark-
has, knitting machines, books. Low prices. Free
catalog. WOOLERY, Genoa, NY 13071,
315/497-1542.

SIMPSON'S Designer Witch Engine. Introduc-
tion at COLLOQUY {june 30 thry July 2) and at
Convergence. New end-feed shuttle available, Con-
tact The LOOMS, Shake Rag St., Mineral Point, W)
53565 (608) 987-2277.

FOR SALE. AVL 60" flyshuttle loom $3500. Does
not include shipping. Roswell, GA. (404)9913-3980,

LOOMS FOR SALE. Hardiy used. One 32", four
shaft, six treadle Hammett; One 54°, eight shaft,
fourteen treadle Gilmore-type with double back
and warp bearns. One 45" Cranbrook with 30 shaft
dobby. Include phane number with lecter, Write:
Looms, #.Q. Box 14238, St Paul, MN 5514,

43" AVL PRODUCTION DOBBY I6H. one
plain, one sectional beam; automatic cloth advance,
single flyshuctle, tension box, reeds, accesories.
$4900 + shipping. 617-999-377 | days, 617-763-
4944 nights.

PUBLICATICNS

ARS TEXTRINA —A new scholarly profession-
al journal devoted to the history, theory and prac-
tice of complex weaves. Subscription and paper sub-
mission information from Ars Textrina, P.O. Box
370, University of Manitoba, Winnipeg, Manitoba,
Canada, R3T 2N2.

You Can Make
MORE MONEY
Weaving Rugs

® A fascinating and profitable 1ul)
or spare lime business righl in your
honte. T1's casy to weave beawiful,
seeviceable rugs. Always a big, vear
arvund demand in every community,
Easy 10 operate fioor muodel loom
weanes 367 wide, comes already
threaded. fully cquipped — ready 1o
weave, We furnish complete infor-
matian wn Loms and atl equipment with offer given below .

Send 23¢ fur onr complere catalog, sample card, and
I prices oo varpet warps, rug fillers, shears, rag cuter,
beam couwnter, loams and puris, Also: rags — prines. — and
loaper clips.in 14 and 50 1b. balas. I you now have a loom,
please adsise make and width iv weaves.

OR. RUG CO,, Dept. 1697, Lima, Ohlo 45802

FIBRE FORUM is the tri-annual magazine of the
textile arts for Australia. Subscriptionsin 1986 are
$16inthe U.S A, and $20 in Canada; includes col-
or. Subscribe through R. L. Shep, Box C-20, Lo-
pez Island, WA 98261 —or through The Textile
Booklist, P.O. Box 4392, Arcata, CA 95521 Fee
should accompany subscription.

COMPUCRAFTS introduces " THE WEAVER™”
©1983. An extremely powerful computer weav-
ing drawdown program for the APPLE Il PLUS or
lle. Upto 8 harnesses, | @ treadles, 280 warps, 160
wefts. Features color, magnification, rising and sink-
ing sheds, printouts of pattern and draft in tradi-
tional or counted formats. Interactive and automatic
treadling. Create a data-base of designs and drafts
for later review and/or modification. Send $49.95
for disk plus manual or for complete informaticn
contact COMPUCRAFTS, RFD 2 Box 216, Lin-
coln, MA G773,

PATTERN DEYICES FOR
HANDWEAVERS—Detailed instructions for
Beiderwand, damask, double weave, twills, sup-
plementary warp and weft using standard looms,
pick-up methods, or special devices: long-eyed hed-
dles, drawlooms, etc. $18.00 plus $2.00 shipping.
Dealer inquiries welcome. Doramay Keasbey, 5031
Alta Vista Road, Bethesda, Maryland 20814,

MULTIPLE HARNESS PATTERNS from the
early |700s: The Snavely Patterns. | 10 drafts, draw-
downs, photos. $8 .50 ppd. [sabe! |, Abel, R.D. 4,
Box 44, Altoona, PA 16601,

HANDMADE FELT by Marianne Ekert: the
complete guide to making shaped boots, mittens,
waistcoats, hats, bags or whatever! Clearly illus-
trated throughout. Send US $6.00 plus .75 p&h
($2.00airmail) to Textile Tools Ltd., Sunshine Bay,
Eastbourne, New Zealand. Trade enquiries wel-
comed.

IT'S BACK! Mary Atwater's classic The Shuttle-
Craft Book of American Handweaving has been out
of print but it's now available again from HTH Pub-
lishers. For information about this and our other
39 weaving monographs, inquire at your local weay-
ing shop or send SASE to HTH Publishers, P.O. Box
550w, Coupeville, WA 98239

STUDY

KLARA CHEREPOY WORKSHOPS. Learn
how to make handweaving and the fiber arts via-
ble, practical, and profitable professions. In her
weelly workshops master weaver Kiara Cherepoy
teaches all the techniques she had developed in the
50 years of operating her very successful 3¢ loom
studio. No “‘secrets™” are withheld. Klara teaches
all the fiber arts, spinning, weaving, knitting, and
crocheting. Ideal for the beginner and essential to
the aspirant professional. Come and weave at one
of the East's most picturesque and cozy country
inns, an hour east of Philadelghia, among the Penn-
sylvania Dutch. Klara Cherepov Workshops, %00
West Main, Ephrata. PA 17522, Call (717)
738-2333,

FABRIC CRAFT SCHQOL
Enjiy a crealive vacation in Sedona's
spectacular red rock country. Workshops

i all phases of handweaving and related
subjects.

Inatrucions:  Inga Krook, Kalmar, Sweden:
Mary Pendleton, Sedona. Artzona,

College credit optional. Write lor brochure.
P Box 2133 « Sedona # Arizona 6336
K G2 282 3671

France Gobelins Tapestry
In Provence by master weaver formerly
of Gobelins, 20 years expuerience, Onhv 4
students per course. Two or four week
courses  {(summer}. Write Mme
MESNAGE, Mas de Casty Allegre, 30500
St Ambroix, France,

TRAVEL

GREECE. Concentrated courses in traditional
Greek weaving, spinning and dyeing. Well equipped
island studio. Details: TEXTILE ARTS CENTER,
Iperidou 5, Plaka, 10558 Athens, Greece.

HIMALAYAN WEAYING WORKSHOP
November 1986, Tibetan carpet weaving work-
shop, sightsee & visit craftspeople in foothills of the
Himalayas of northern India, Prof, Wilson, CRAFT
YWORLD TOURS, Wj-6, 6776 Warboys Road, By-
ron, NY 14422 (716)548-2667.

MOROCCAN CRAFT TOUR November
1986 Stepbackintime . . . visit carperweavers,
basketmakers, potters, wood-turners, wool-dyers
& famous tannery of Fes. Prof. Wilson, CRAFT
WORLD TOURS, W]-6, 4776 Warboys Road, By-
ron, NY 14422 (716)548-2667

YARNS, FLEECE, FIBERS

MILL END YARNS, chreads, etc. Natural, syn-
thetic and blends, varied sizes and types, New items
added constantly. Low mill end prices on yarns. Sam-
ple catalog and mailing list for | year §2. THE
GLEANERS YARN BARN, P.O. Box | 191, Can-
ton, GA 30114,

QUALITY NEW ZEALAND
HANDCRAFT FLEECES

Vory clean, lung & well skirted. All orders,
only U5, 82.95/Th., p&p extra, Samples free.
JANETTE McKFNZfE, Gorrie Downs, Greta
Valley, R.D. North Canterbury, Now
Zealand.
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GOSSAMER
SILK THREADS

Samples $500

I.L. Walsh 5ilk

Ly ET W

4338 Edgewood
Qakland, CA 94602 [415) 531-0367

cneeeees INEFOAUEING i

10 new SILKS!

te our existing wide range of silk yarns and fibers.

Including several more silk boucles, silkiwool yarns

and tempting silk/cashmere fiber. Mail order only.

Send $3.00 for samples to THE SILK TREE, Select

Silks Inc., Dept. W2, Box 78, Whonnock, B.C.,
Canada, YOM 150.

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

SHEEPSKIN PIECES —Cleaned random sizes
suitable for cut strip weaving. Makes wonderful rugs,
vests, seatcavers. Instructions with order_ | b $4;
Slbs. $16; 101bs. $28; plus shipping. Custom Hand-
weaving, Box 477, Dept. W], Redondo Beach, CA
902770477,

Fiber Feadguartene

of the Southeadt

Complete Line of Spinning,
Dyeing, Weaving, Basketry
Supplies and Books.
Looms, Spinning Wheels,

Knitting Machines and Yarns

Millend Maihing List $3.06 per vear
[rrunimum, 4 maii-ouls}

Baskatry Samplas: $1.50
Bulky Yarns: .75

HOURS: Tues.-Fri. 10-5. Sat 104

Linda Inow - Fibew

¥arn Samples 52.50
Spinmeng Samples: $2.00

3209 Doclors Laks Dr,
Qrange Park, FL 32073
1904) 268-4235

SHEEP PRINT FABRICS—Swatches/latest
flyers $1. Many other EWEsful gifts. (Everything
with a SHEEP on it!} Yarns, looms, Spinning YWheels,
Dyes, Books. Latest flyers conly/3-22¢ stamps.
Knots & Treadles, 101 E. Pitesburgh Streec, Del-
mont, PA 15626

EXOTIC FIBERS—Cashmere, camel, mohair &
alpaca yarns. And nrow in spinning fibers too! Yarn
samples § ) plus #10 (large} SASE ($.56). Custom
Handweaving, Box 477, Dept. W}, Redondo Beach,
CA 90277-0477.

HANDSPINNING COTTON: Ginned cotton
for handspinning. Can be carded and spun alone or
in biends. Can also be spun un-carded. $1.25/lbpost-
paid. Minimum | 5 pound lots only. Payment with
order. Fannin, Westdale, NY 13483,

FABRIC STRIPS FOR WEAVING. Assorted
weights and colors. Send $2.00 for four mailings.
Marityn Griffiths, 722 Seventh St., Secaucus, NJ
07394,

QUALITY YARNS at mill end prices. Cottons,
wools, rayons, exotics. Four sample mailings—
$2.00. NATURAL FIBERS ONLY, P.O. Box 1602-
W, Bloomington, IN 47402,

HARD-TO-FIND natural fibers. Offeringsinclude
hand-dyed coverlet weight wool inspired by 18th
century colorations. Hand-dyed variegated rug
waools, mohair, tussah and bombyx silk. Linen blends,
vegetal dyed ramie and more! Please send $5 for
samples. SASE for information. STUFF, Dept W),
R.R. 3, Box 260, Califon, N] 07830.

| WEAVELS®

l WAREHOUSE
LOOmcs)I:ng:nT:;niheers

ANNIVERSARY SALE
15% OFF AN Marchangise During the Morth of June

Send us your name & addrass to receive a free set of
samples and enter our drawing for a new Baby Wolf
Loom" Drawing to be hedd August 1, 1986, Winner will
be notiiied by mail

CRAMNBROOK « MORWOOT # SCHACHT » LOLET

WEAVELS® WALTHOLSE
1780 Menaul N E Albug, NM B7107 « 505-884-6044

RUG WEAVING AND BRAIDING SUP-
PLIES. Check out our new wool rags. They make
beautiful woven as well as braided rugs. Also, cot-
ton rags, warp, filler, loopers & more. Send $1.00
handling to: Great Northern Weaving, Box 361),
Augusta, Ml 49012

COMPLETE SELECTION OF FIBER ART
SUPPLIES: ¥e are the only North American sup-
plier of new Lanaset dyes for wool, silk and fur
blends. Alsa: Ciba Kiton Acid dyes, Cibacron F dyes,
Procion M fiber reactive dyes, Ciba Vat dyes, indi-
go. natural dyes and merdants. Disperse dyes for
synthetic fibers; dyes for warp painting: Liquid and
Powdered Procion H dyes, Inkadyes: exclusive sup-
plier of Euro-tex Fabric Paints; starter sets for all
dyes and fabric paints; Japanese brushes, resists, safe-
ty and lab equipment, complete safety information
on afl products, expert technical assistance, fast mail
order service; also brushes, toels, books, natural
fiber fabrics and many other items. To receive our
1985-86 56-page catalog, send $3.25 (US funds)
to: Cerutean Blue, Ltd. P.O. Box 2! 168, Dept W],
Seattle, WA 981 11-3168 USA,

IT'S HERE! Qur 24 page catalog is hot off the
press—8 color pages of yarn, buttons and sheep
gift items. Complete supplies for the knitter, weav-
er, spinner, dyer. Send $2.00—refundable with first
order to Coupeville Spinning & Weaving Shop, P.O.
Box 550W, Coupeville, WA 98239,
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cessories. She has a special interestin reviving and preserv-
ing traditional weaves and pattarns.

Jacquie Kelly has been weaving since 1368 when she ac-
quired a small loom and checked out everything the local
library could offer on weaving. Far the last five years her
main interest has been using the 10-shalt drawloom te ex-
plare the two-or-more-tie unit weaves, especially the 'star
and diamend’ draws, and the tissue or lampas weaves. Her
other interests are the baroque recorder and amateur
radio—her callis KD7DZ. She hope to find other weaver-
hams who would like to ser up a nec.

William Koepp's interest in weaving developed after
building a counter-balance loom for his wife in 1975 A
few years [ater, he drew plans [or and constructed a larg-
er countermarche loom that he uses today. He lives in
Bakersfield, Cahfornia and works a3 a deputy sherilf, with
wraving sharing time with ather interests including wood-
working, back-packing. chess and collecting old weaving
bowoks,

Elisha Renne is currently a graduate student in anthro-
pology with emphasis on cthnic textiles ac New York
Universicy. She also runs a weaving business, Arcadia Hand-
weaving, which sells bandwoven table linens 1o craft shops
in eight states,

Phyllis Waggoner hasan M. A_in Design from the Univer-
sity of Minnesota where she taught Color and Design. An
interest in rug weaving, color and her Swedish heritage
led her to study boundweave. Phyllis has recently joined
the stafl of The Weaver's Journal.

Errata

The phone number published in the ad for A
Westside Weaver on page 20 of the Win-
ter [ 986 issue was incorrect. We regret the
inconvenience this has caused.
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COLLECTOR'S EDITION

IMAGES
OF THE
SOUTHWEST

The Weaver's Journal
Summer [986

featuring

* Noel Bennett

* Mary Rawcliffe Colton
* Ann Lane Hedlund

* Kate Peck Kent
* Jack Lenor Larsen

Three weaving traditions: Native American, Hispanic, Anglo plus a weaver's guide to the Southwest including
museums, galleries, shops and guilds

Deadline for
entries has been
extended to:

Sept. 1, 1986

We invire ¥ou o weqid s your .:mrr|*.~r:-::|-
tien of The WEageer Jowrea! name drafi
used 1o an drem woven for the home, Cash
and merchandize prizes will be awarded o
the winners, and instructions for rrlakin!.[
the winming projects will be published in
The Weaver's Jourmal

fustructions: Select one of the Wegrer's

Jowrnal name drafts from Susan Mans-

tield's article in the Winter 1986 issue
(p. 13) and use it to create something
tor the home such as upholstery fabric,
table linens, towels, rugs, hangings,

etc. Send us a completed picce along
with information on yarns used, weay-
ing and finishing instructions, and a
bricf statement outlining your ap-
proach o this problem. (Whart were the
factors that influenced your choice of
project and materials?) If you make a
group of wems such as a set of place-
mats, send in only two of the set




THE LODM
THAT NEEDS
LITTLERDOM

The Leclerc
Compact

Handweaving will never be
easier than with the sensational
Leclerc Compact loom. Comple-
tely foldable, even with fabric
still in place, the Compact can
be easily transported by hand
to your workshop or anywhere
else. It takes up only 20" x 32" of
space. Indeed, very little space
for a loom which possesses all
the quality features of the Leclerc
line. You'll also be amazed by its
price tag in addition to the mini-
mum working space needed. If
you're just beginning, or if
weaving is your personal idea of
enjoyment, the Leclerc Compact
is your ideal choice for total
satisfaction.

Features:

» 4-harness jack-type, extra 4-har-
ness kit

s occupied space once opened:
32" x 35" (81 cm x 88 cm)

» occupied space once ciosed:
20" x 32" (51 em x 81 cm)

e maximum weaving width allow-
ability: 24" (60 cm

e reqular 10 1/2" heddles (26.8cm)
— optional seclional warp beam

e low noise level, easy attachment
system

The Leclerc Compact, just the
loom you need to reach your
goals no matter where you wish
to work . . . because all you need
for this loom is just a little room!

For detailed literature about this new Compact loom and for the
“list of authorized Leclerc dealers in your area, simply fill-in this
coupen and mail to

LECLERC CORPORATION,

P.O. Box 491, Plattsburgh, NY 12901 U.S.A.

Name

Address

City

State/prov. Zip code.




