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Full length vadmal coat by Jean Seeker. The
cout was entirely handsticched using Vogue
pattern #1235, All searn allowances on the par-
tern were removed and che edges butted. 772
yarns in magenta and purple which had also
received the vadmal treatment were used for
all joins. The top of the sleeves und the sleeve
attachment were joined using the scroll stitch,
Sleeve bottoms, side seams and the collar
attachment were joined using cthe loop stitch,
The two parts of the back were joined using
only magenta yarn in a buttonhole stitch, then
laced with the purple yarn. All of the edges
used a buttonhole stitch which was also used
to attach the cuffs. For information on warp
and wett see the article beginning on page 26.
Our model is Tatiana Reichow, a dancer
with The Ethnic Dance Theatre of Minnea-
polis, Minnesota. Photo £y Nancy Leeper
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FROMTHE EDITORY

n keeping with our winter tradition,

the topic of clothing is at the heart of

this 1ssue. We actually got started on
this issue at the conferences we attended
this summer in various parts of the
country —we were very impressed with
what we found in fashion shows at major
conferences! Styling in handwovens has
come a long way in the years since we be-
gan weaving; the relationship becween
fabric design and garment destgn is more
carefully considered. Handweavers are
not aftaid of the fing yarns and weave sets
required to achieve fabrics char drape
well. Weavers are more comfortable with
cutting inte their fabrics and tailoting
shapes when their design conceptions re-
quire it, rather than limiting themselves
to Joom-shaping. Perhaps we all have be-
come more fashion conscious in the de-
cades since the ‘60s when stuff, boxy
shapes were the rule. We have included in
this issue some examples of these trends,

What better way to 1ntroduce an is-
sue on clething than with an article by
Anira Mayer who shares her knowledge so
generously through her lectures, work-
shops and publications. Her article helps
us to sce our woven fashions as part of a
“total look™ as she discusses wearing
handwovens with styie and flair.

We met Gina D'Ambrosio and her
sensational garments at the Intermoun-
win Weavers Conference in Albuquerque
and invited her 10 share with our readers
the dyeing technique that she uses to
achieve her wonderful colored surfaces.
At the same conference, Cynthia Brough-
ton’s white chenille jacket with its rich
texture actraceed our actention, and weav-
ing instructions for it are included in this
1ssue.

Closet to home, we thought the out-
come of a Minnesota study group's project
on vadmal, 2 fulled wool fabric, would be
of great interest to our readers. Bear in
mind that temperatures hete in Minneso-
ta have been below zero for weeks, so I'm
sure you will realize what sparked ozr in-
tetest in this rechnique! Associate Editor
Susan Larson-Fleming has added interest-
ing background material to the rechmcal
informacion provided by study group
members.

To further brighten these Northern
winters, Minnesota weaver Suzy Sewell

has combined silk and ribbon in a dressy
ensemble.

Ecthnic weaving in this issue ties into
out ¢lothing theme with Abby Sue Fish-
er’s article on Guatcmalan dress. Work-
ing from handwoven garments, Fisher
translates them into line drawings, then
uses that graphic form 1o help us appre-
citate the complex cultural and historic
factors that may determine what comes
off our looms.

Handwoven jewelry is a wonderful
way to accessotize your wardrobe. Elmyra
Tidwell’s prizewinning necklaces have
captivated us at several conferences and
exhibits in the last few yvears. We are sure
you will enjoy seeing her pieces and read-
ing about her method of working and her
sources of inspiration.

Then, from Europc, we have includ-
ed examples of liturgical garments devel-
oped by Netty Jansen of the Netherlands.
Three of the stoles she describes are done
in an intigoing pick-up damask tech-
nigue.

In the course of drawing these arn-
cles together, we are happy to say that we
can offer marerial for the four-harness as
well as the mubliiharness weaver. Note
that the second pare of Sigrid Pitoch's arti-
cle on complex weaves appears in this is-
sue and will be of interest even if your
complex loom is merely ac the “twinkle in
the eye” stage.

Four-hamess weavers will also be
interested 10 Susan Mansfield’s name
deaft article. Asan outcome of this amicle,
we have designed a contest and ate ex-
tending an invitation to our readers to
submit their interpretations of the
Weavers Journal name draft as entries.

William Koepp's critique of the
shed regulator device, part 11 of Color
Theory for Handweavers by Pat Boutin-
Wald and an article on commissions by
Phyllis Alvic complece this Winter issue.

The New Year is upon us, and with
it the Tenth Year of The Weaver's Jour
nal. We will give special recognition to

this milestone 1n cur spring issue.

New Year's Greetings to all,

~ . <
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Karen Searle & Suzanne Baizerman
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I APPRECIATE the very nice job you did with
my Tarabuco ikat article in the summer 1985
issue. I'm enclosing a photo you might enjoy,
of various Oravalefios enjoying the issue. The
little girl in the Meet the Authors phote with
me was my goddaughter, Blanca Yolanda {on
the far right in this photo) and everyone got
a charge out of seeing her in the magazine.
The issue was passed around the Otavalo
Saturday market. and will be left with one of
the weavers when | leave.
Lynn Meisch
Otavalo, Imbabura, Ecuador

IN RESPONSE TO THE LETTER from |ill
Martcin, [“‘Letters,” Fall, 1985] 1 would like
to point out that, in my book, Indigo from Seed
to Dye. | do not advacate the use of zinc in
adyevat. Infact, | do notinclude the zinc/calyx
recipe found in other publications on indigo
dyeing. | included zinc as an alternative to
other oxygen reducing agents and do note
that zinc as well as sodium hydreosulfite, when
damp, are highly flammable. | advocate making
bacterial indige vats, but since this is not always
possible, a quick-acting vat can be made with
Rit Coler Remover™ which is basically
sodium hydrosulfite, a reducing agent, sodium
carbonate, an alkali, and sodium metasilicate, a
moisture-absorbing sand-like chemical, which
reduces the danger of flammability. Rit Color
Remover™ is packaged in small amounts and
is sealed in air-tight paper with a metal coating.

Besides care in storing reducing agents,
there is another caution which should be
taken. In using oxygen reducing chemicals, one
should wear a mask and preferably a respirator
since the fine particles if breathed into the
lungs will cause one to gasp for breath or even
pass out as the axygen-seeking chemical com-
bines with the oxygen any reducing agents
which might be used.

The Japanese, Africans, Indians, and the
Europeans, before the introduction of chemi-
cals for the dye vat, relied on bacterial growth
for their indigo vats. The process s carefully
exptained in my book and only time and daily
careis required to keep anindigo vat "work-
ing"" for the indigo dyer.

Dorothy Miller
Aptos, California

THIS LETTER IS INREPLY to |ill Martin who
was concerned about disposing of chrome-
evaporatins. The mordant bath doesn’t seem
practical to me. | read of an excellent method
for someone who doesalot of dyeingin Dye-
ing the Natural Way, by Francis Mustard. She
makes her original chrome mordant with 2
teaspoons of chrome in 4 gallons of water for

LETTERD

one pound of wool. ¥YWhen she is done mor-
danting, she stores the remainder ina 5 gallon
plastic pail with a good lid. When she is ready
te mordant again, she adds % of a teaspoon
chrome and enough water to bring the level
back to 4 gallons.

Julie Busch
Benton City, ¥Washington

THANK YOU FOR PRINTING the review of
Park Weaves [ The Weaver's Journal, Vol. X,
No. 2, Issue 38 (Fall 1985), p. 81]. Good
reviews sell more monographs, and good sales
mean the work of producing the monographs
is worthwhile because weavers are using the
information.

There are two corrections that should
be noted. In case someone comes looking for
the Bateman samples, the samples pertaining
to the monographs are not in the Costume
and Textile Collection (recently renamed
“The Henry Gallery Collection’) at the
University of ¥Washingtorr. They may be
placed there when publication of them is
completed and the traveling exhibits complete
their journeys. After each monograph is
published, the samples for that monograph are
loaned to the Handweavers Guild of America
for traveling exhibits. The Multiple Tabby
Weaves and Bateman Blend YWeaves exhibits
are now avaitable from HGA and the Park
Weaves exhibit is being prepared.

The remaining samples are stored in my
office at my home, which is on Whidbey Island

in Washington state. If sormeone wishes to
study them, they are welcome to come here.
Please write to me to make arrangements at
P.O. Box 460, Freeland, WA 98249,

When all of Dr. Bateman's manuscript
is published (not a series of five as stated in
the review, but a series of seven), there will
remain a great bulk of his records and his
samples unpublished. He listed 389 different
warps, and he wove at least five samples on
each warp. His samples are accompaznied by
drawdowns and complete directions for
reproducing them. The publication of all of
thisinformation would be a worthwhile addi-
tion to any weaver's library.

[ am hoping that a computer program
could be used to record thisinformation more
easily than the handmade diagrams | am now
preparing for the monographs. If there is
someone with unending patience ond accuracy
who would be interested in completing this
part of Dr. Bateman’'s recards, please write
to me. I have symbolicatly held hands with Dr.
Batemman for ten of my retirement years.
Now | would tike to find someone else whe
would consider completing his legacy to
weavers,

Virginia Harvey
Freeland, Washington

| HAVE ONLY RECENTLY started receiving
The Wegver's Journal and | find it a very interest-
ing and informative magazine. | enjoy the mix-
ture of practical projects and articles of inter-
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est on weaving traditions of other countries,
particular personalities in weaving, etc. On the
subject of computers—| don't possess one but
use one at work {analyzing laboratory data)
and think they are useful and practical toofs.
| agree with Sandy Frediani's letter in the Sum-
mer | 985 issue. t am sure that for a produc-
Lion weaver a computer can save an endless
amount of time and therefore money. | think
some articles on ‘computer weaving'* should
definitely be included [in The Weaver's fournal].
People who dislike computers needn’t read
thern!

A source of inspiration to me has been
Allen Fannin's book Handicom Weaving Tech-
nojogy. | don't know if you've reviewed this
in the past, but | find his detaited instructions
for winding a warp and dressing a loom most.
interesting. [t's such a time-consuming process
that some instructions or efficiency and econ-
omy of time are useful for a hobby weaver
or a prafessional. One can read the book and
pick out bits and pieces to adapt to one's own
style of warping and loom dressing which is
very much restricted by the type of loom one
owns! | have definite plans to have a warping
board made to his specifications, as his warping
method is excellent. | no longer feel that my
loom, without a sectional warping beam, is
at a disadvantage after reading his comments
on the subject.

Sonya King
Lyndoch, Australia

| HAYE REFRAINED from writing regarding
Mr. Fannin's criticism of loom developments
and loom buiiders, but when Mr. Fannin says
that handspun and machine spun yarns are
indistinguishable | cannot remain silent any
longer.

If Mr. Fannin says handspun and machine
spun yarns are indistinguishabie he has either
not compared them properly or he compares
his handspuns with mulespun yarn. | cannot
imagine where he could get mulespun yarn.
There has not been any mulespinning in this
country since the 1930s and in Europe since
the late 1940s. Handspun yarns have the resil-
ience and elasticity of mulespun yarns, some-
thing entirely lacking in ringspun and open-end
spun yarn. Open-end spun yarn looks so differ-
ent from ring-spun and handspun yarn that
nobody could mistake one for the other.

I regret Mr. Fannin's hairsplitting defini-
tion of handweaving and handspinning and at
the same time | am glad he brought itup. Not
so long ago | came across some fabriclabelled
handwoven. Mystified by the low price, | inves-
tigated the source and found that the fabric
was woven on an old Crompton and Knowles

loom on which shuttles had to be changed by
hand. By no stretch of the imagination could
or should fabric so produced be described as
handwoven.

As youremark inthe Fall 1985 issue, the
majority of handlooms are built for the hobby-
ist and therefare must be a nice and attractive
piece af furniture. In addition, the require-
ments of most hobbyists are not the ones of
production censcious producers. | grew up
and served my apprenticeship in Europeina
plant with 85 handlooms. These looms were
equipped with jacquard or dobby heads. All
looms had multiple box flyshuttle beaters,
exchangeable, ﬁanged warp beams, elastic
warp let-off and with it adjustable take-up
motions and a few other refinements. We
bought the jacquards and dobby heads but we
built all our looms ourselves. The looms were
not nice pieces of furniture but they were
heavy, sturdy and efficient. The frames were
made of & x 6 aged, not kiln dried, pine, the
beaters were hardwood and the shuttlerace
invariably cherry. These looms were 6 feet
high with averhead (hanging) beaters anda 2
foot high jacquard on top of that. Such looms
could not be put into any American home
because there is not encugh ceiling room. A
minimum of 9 % feet was needed. OQur icoms
had another characteristic that made weaving
much easier. The back beam was about 2
inches higher than the breast beam. As the
warp in the closed shed position formed a
straight line from back beam through heddle
through reed to breast beam the heddles in
the back of the jacquard harness {or rear
shafts) were standing higher that the heddles
near the reed, giving a 'slant’’ shed. Thisis
very important especially in multishaft looms.
There are very few weavers who produce
handwoven material on the scale Mr. Fannin
apparently wishes to do. [t would not pay any
loom builder to develop and build looms to
meet these requirements.

While writing te you | might also answer
Laura Fry ["'Letters,”” Fall 1385]. Until re-
cently the textile industry used computersin
production in two separate applications: to
control and improve loom efficiency and
fabric quality and in jacquard designing. Re-
cently with the new bi-level system, cloth
parameters can be changed on the loom by
computer: even design and colors can be
changed with hardly any loss in production.
This is stll highly experimental and under
development, but a mill instaltation on jet-
looms has been reported. Knitters are far
more advancedin this respect as they are using
computers for design and innovation. Special
systemns exist that can control the electronic

pattern mechanism of modern knitting
machines. Handweavers are still employed to
design for many weaving mills.

Now | have a question. Where does the
yervada charkha spinning wheel originate!
Where can | get replacement parts far such
a wheel?

Walter Hausner
Hackensack, New Jersey

P.S. Asingle heddle frame is a shaft. The har-
ness is the total of all shafts in the loom with
its tieup larmms and pedals.

MANY YEARS AGC | purchased several spools
of CUM cottolin in a bright red color. Though
the projectis not forgotten, the cottolin was
not the correct yarn. Late last summer 1 de-
cided to use this cottolin for Christmas table
runners, Before | could weave the runners,
however, it was necessary to finish 45 yards
of drapery material, in time to weave table
runners, in time to weave fabric for a winter
coat (| have been busy!).

Adfter finishing the drapery material, | put
my mind to the runners and remembered a
tea towel that had been featured in The
Weaver’s Journal [Vol. VI, No. 2, Issue 30 {Fall
1983), p. |9]. This seemed appropriate for
the halidays se | decided to design my runners
using the "“‘Star of Bethiehem."" There is an
error in the threading.

Lock at figure 26 on page 19. Starting
from the leftis a border of |0 threads, then
aline. Also on the left there is a pattern. The
first end to the right of the border is on shaft
| Since the pattern threading begins on shaft
|, it cannet alse end en shaft | . Repeating the
pattern gives a double thread at the point of
repeat. My solution to the problem is to move
the line that separates the pattern from the
border on the feft side of the threading draft,
one square to the right. Now the pattern ends
on shaft 2 and the thread on shaft | becomes
a part of the left hand border.

Though this error is over two years old,
there might be someone out there who will
do as | did and refer back o it. | fully intend
to weave every one of those tea towels.

Dianna Kinney
Albuguerque, New Mexico

We regret that several photography credits were
omitted from the Fall 1985 issue. In Michelle
Wipplingers’s “The Art of Sitk Dyeing, " the photos
were by judy Noble. In “Color Theory for Hand-
wedvers, " by Pat Boutin Wald, the photoson p.
44 were by John Wald.
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COMPLEX WEAVED

Figure fa.

Point wwill threading on 4
haresses with standard
tie-up; treadled as
threaded.

Figure 15,
Two repeats of the same
poeint twill threading and
treadiing shown in Figuze
ia.

emystifying
Complex Weaves

A step-by-step exploration

from four to sixteen harnesses

by Sigrid Piroch

MAGINE THAT YOU HAVE just bought a

muitiple-harness loom (maybe you really

have, or are about to, or aze thinking you

might) and are wondering what you would

weave on it as a fitst project. You and your
loom can eye one anothet from across the room
for a while, or you can make friends quickly.
Remember—you can weave everything on this
loom thart you could weave before on a joom with
fewer hacnesses, but now more complex weaves
and partterns are possible as well. When you
build blocks into patterns there are mote blocks
and block combinations to play with. When you
thread from profile drafts there are more weaves
you can apply them to. You can weave all the
basic weave structures and unit weaves that you
could before, but now you can extend them to
more harnesses for more interesting and varied
tesults — not oaly in the weaves and patterns, bur
with colors and layers as well.

Surprisingly, more harnesses are not neces-
satily harder to analyze and understand. Many
weaves are clarified when extended to more har-
nesses because the threading sequence which
develops becomes obvious. When you select a
first project for trying out those additional har-
nesses, choose a weave with which you are already
familiar. Let us begin here with something most
weavers have woven befote — point twill,

Figure 1a shows a point twill threading on
4 harnesses with standard tie-up treadled as
threaded in point twill sequence, and the result-
ing drawdown for one pattern repeat (plus one
thread to balance the design). Whenever a pat-
tetn is threaded and treadled as a point twill on
any number of harnesses the resulting design is
created by the tie-up. Any change in the design
then occurs because there is a change in the tie-
up. As aresult, many lovely and varied patterns
can be created with just this one threading and
treadling: with more harnesses available, a

greater multiple of pattern possibilities appears.

When any point twill sequence inthreading
and treadling is drawn down for any number of
harnesses the tie-up can be found in two of the
quadrants of that drawdown. If the de-up s
turned ¥ turn counter-clockwise it will be found
in the lower right-hand quadtant. These quad-
rants and their corresponding tie-ups are printed
in black. You will note that the two quadrants
overlap by one thread—that is because point
twill has a reversing point {untike straight draw
twill). The upper right-hand quadrant pattern
will be the mirror-image of the upper left-hand
quadrant and the lower left-hand quadrant de-
sign will be the mirtor-image of the lower right-
hand quadrant design. Complex drawdowns in
twill can rake a long time te do accurately by
hand. If you do not have a computer 1o accelerate
the process, there is another quick method. Make
two copies of the tie-up (by hand or photocopier)
and insert them into their respective quadrants.
You will see half the pattern immedzately. The
other half can be seen by placing a mirror along
the center quadrant edge half-thread. The quad-
rants which form to make one complete pattern
can be called mirored quadranis.

Figure 1b shows the pattern that develops
when the same point twill is threaded and
treadled twice. On 4 harnesses, the tie-up is a
simple one and the resulting pattern, although
oot intricate, appeats much fancier than the tie-
up from which it is detived. The pattern repeats
are highlighted, including the one extra thread
in warp and weft which balances the design. Here
the pattern repeats also develop in mirror-image
fashion in both directions. A mirror ¢can be held
up to the edges of one repeat to see the full pac-
tern development. These are called mirrored pat-
fern repeats.

Figure 2a shows a point twill threading on
8 harnesses, this time with a little more comnplex
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Frgure 2u.
Eighr-bueness poing twill threading with o mory
complex tie-up,

tie-up which creates a more complex pateern. We
have increased from a tie-up of 4 x 4 squares to
a tie-up of 8 x 8 squares, broadening the pactern
possibilities. Thus, the more harnesses involved,
the more intricate the tie-up becomes, and the
more complex the pactern that develops. Can
you find the tie-up in the two quadrants of the
drawdown? By following the same procedure as
before, you will find it in the upper lefi-hand
quadrant after tutning the tie-up % turn clock-
wise and in the lower right-hand quadrant after
turning it % turn counter-clockwise. The other
two quadrants are mittor-images of their neigh-
bors as befote. Figure 2b shows the resulting
pattern development with two repeats (high-
lighted as before} with the repeats again forming
mirrored pattern repeats.

Just as we were able to see the pattern quick-
ly by copying {of photocopying) the te-up and
mnserting it in the drawdown, we can also see the
full pactern development more guickly for two
(or more) pattetn repeats when one pattern re-
peat is copied four (or more) times and these
placed, without turning them, next to onc an-
other in both directions.

In Figures 2a and b we have a point twill
threading on 16 harnesses with its tie-up which
now forms a much more complex patrern than
could be developed with fewer hatnesses. There
is 50 much more design Aexibilicy when we begin
with a block of 16 x 16 squares! Can you find the
tie-up in this design and rthe ones which follow?
And the mirrored quadrants? Practice with a
mircor next to a design of one pattern repeat and
watch the full pattern develop before your eyes.
Instructions for making a wool vest with this par-
ticular pattern, “Argyle Twill™ are given at the
end of this article,

It is no more difficult to thread from 1 to 16
and back than from 1 to 4 and back. And it is no
more difficult to treadle from 1 to 16 and back

1 oy .
1 1 1

Figure 25,
Two peats of the threading and teadling shown in
Figure 2a.

than from 1 to 4 and back either—you just use
up a few more caloties, that's all, Since the pat-
tern 15 cteated entirely by the tie-up, changing
the tie-up produces many very different patterns.
And since you now underscand how the tie-up
produces the pattern, it is a simple exercise for
you to create beautiful and original point twill
pattetns of your own! Just fill in the cie-up with
a pattern, then fill in cthe two quadrants with the
tie-up pattern to see what you get and whether
you like it. You will wanc to watch that the

Sixteen-harness point cwill
with argyle twill de-up.
Used for the Argyle Vest
described in this article.

Fegure 3.
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threads are tied-down at regular intervals so you
do not have long floats in the warp and/or wefi.
To check this, make a drawdown of two or more
pattetn repeats of a pattern you like. Count the
number of dark contiguous squares in both
directions, then count the light ones. If you are
planning to weave this pattern in fine threads
your skips can be over as many as seven or even
nine threads, but if you plan to weave it in
heavier threads you may want to limit the float
spans to four or five threads. The real test will be
on the loom. If you think you need 1o add more
tie-downs just add another black square to your
tie-up if the long skip is in the white squares, or
change a black square to white if the long skip is
black. If you still think adjustments need to be
made aftet you have tried it on the loom, it is a
simple matter to add and subtract tie-downs by
just changing some of the tie-up elements as
before — the threading and treadling, of course,
remain the same.

There are not as many pattetns available for
sixteen harnesses as there are for four or eight, so
creating your own is a distinct advantage. For
more on designing your own point twills {from 8
to 20 harnesses) see Irene Wood's book Soxteen
Harness Patterns: The Fanciest Twills of A/, She
gives tips on developing patterns in different
design shapes and shows exampies of adding in
tie-downs. For your inspiration, dozeas of beau-
tiful point twiils which she has woven, are pic-
tured along with their ue-ups.

Figures 4a through ¢ show a variety of origi-
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Figure dc.

nal point twill designs, with photographs of
their woven interpretations. Flowers, circles,
diagonals, wavy lines, squares, stars, arrows and
other design motifs can be produced. Note that
the teverse sides of these twills are different but

Front and back of the partern shown in Figure 4c.

Holiday towels set in
16-harness poing twill
variatons.

Details of napkin fabric, front and hack, in 16-harness point twill pattern from
Irene Wood's book.
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Argyle vese modeled by
Debbic Piroch.

Devatl, face of argyle
fabric.

Detail, reverse side
of fabric.

still quite attcactive. Twills are known for their
“hand,” draping qualities, and functional appli-
cations. These patterns 1n soft pastels make up
into lovely fabrics for babies and children. They
are also excellent for borders for towels, pina-
fores, aprons, hostess dresses and other clothing
where a fancy trim sets off an otherwise plain
fabtic. {Plain weave is easy to weave on a point
twill threading by tying up the harnesses alter-
nately to two treadles.) The point twills are fes-
tive in bright colors and can add a dramatic
touch. In white-on-white they are very elegant.

Argyle Twill Vest

My daughter Debbie wanted a “preppy” argyle
vest for college. 1 combined AVL's Argyle Twill
pattern with its strong diagonals with subtle
colots in warp and weft for an unusual argyle/
plaid effect. Debbie selected and coordinated
these colors with her “color palette” in mind,
which happily guaranteed success. The thread-
ing for this project is the one shown in Figure 3.
The vest has knitted trim.

Size: Women's 12

Warp: Ft. Crailo Lite-spun wool, medium and
dark greens.

Weft: Fr. Crailo Lite-spun wool, camel and
medium btown. Thiswool is approximately 1700
yds./Ib. Since thete are no dye lots for these
colors, obtain enough of each before you begin,
Y% Ib. of each of the colors is sufficient for one
vest. Allow an additional % Ib., of medium
brown for the knitred ribbings.

Reed and Sett: 15 dent reed, 1 end per dent, 15
ends perinch; 272 total ends, including a floaton
each side.

Widch in reed: 18", A 3 yard warp is ample for
one vest.

Threading: Beginning with dark green, warp one
thread for a floating selvedge, *31 datk green, 29
medium green for 2 pattetn repeats,* repeat be-
tween (*)s 3 more times; end with 31 dark green
for the last pateern repeat, then 1 dark green for
the float. When dressing the loom note that a
dark green thread is always threaded on harness
1; thus the dark green threads are threaded from
harness 1 to 16 and back to 1, the medium green
from harness 2 to 16 and back to 2.

Draft: The circled number indicates a thread
added to the last pattern repeat to balance the
pattetn; the circled x indicates a thread woven on
the last treadling sequence to balance the pac
tern.

Weaving: Using the floating selvedge threads in
the traditional manner, and beginning with
medium brown, weave 4 picks plain weave, then
*follow the treadling sequence (1 to 16 and back
to 1); with camel, follow the next treadling se-
quence {2 to 16 and back to 2).* Repeat between
(*)s until yardage is complete, ending with
medium brown and 4 picks plain weave. (Note:
medium brown is always thrown with treadle 1.)
The floating threads should help give z good sel-
vedge edge. The yardage before finishing should

‘measure at least 54" long; 607 or longer is even

better.

Finishing: Overcast the plainweave borders at
each end of the fahric, Wash in cool water gently
with neutral soap; rinse, iron when almost dry.
Shrinkage: 15% in length, 14% in width, The
width should measure at least 15% * and the
length at least 46% .
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Assembly: Cut two panels 23%” long
from the ends of the fabric and overcast
the edges. If your bear was even, the
weft stripes will be consistent in meas-
urement, and the cuts for each panel
will fall at the same place in the stripe
sequence. For a smailer size or short-
waisted person a slightly shorter panel
may be desirable; for a larger or raller
person, a longer panel may be needed.

Cut out the neck shape from one
panel for the vest front, taking the
shape from a favorite commetcial vest
pattern. (Mine was a half-circle 8%
wide by 3” deep.) Overcast cut edges.
With right sides together, sew the
shoulder seams, rapering from v " at
neck edge to 1”7 acarmhole edge, and'1”
forward in the front. (The back panel is
now 1" longer than the front panei.)

Knit two side panels with medium
brown. With #6 needles cast on 18
stitches and wotk in knit 2 purl 2 rib-
bing for 9”. Bind off in ribbing. Sew
onc knitted panel to each side of the
woven back panel: with right sides up,
catch-stitch knitted panel to woven sel-
vedge, The back armhole measurement
{from the top of the knitted panel to the
shoulder seam) should be about 10% "
Attach knitted panels ro borh sides of
woven front panel. Front armholes
should measure about 9%". If sel-
vedges are uneven, wotk 1 row of single
crochet over edges before joining to
kniteed panels.

Knit waist ribbing. With a #6 cir-
cular needle, pick up and knic 210
stitches: 89 along back and front, 16

along side panels. Work in knit 2 purl
2 ribbing for 2 rounds, then decrease
the stitches by half on next round by
knitting 2 together and purling 2 to-
gether around. Work knit 1 purl 1 rib-
bing for 10 more rounds. Bind off loose-
ly in ribbing. Number of stitches and
length of ribbing can be adjusted ac-
cording to size and style preference.

Knit back neckltine. With #6 nee-
dles, pick up and knit 56 stitches across
back neckline between shoulder seams.
Work knit 2 purl 2 tibbing for 2 rows,
Dectease number of sticches by half by
knitring 2 together and purling 2 to-
gether across row. Work in knir 1 purl
1 ribbing for 5 tows. Bind off loosely in
tibbing.

Knit front neckline. Repeat as for
back neckline, but pick up 2 extra
stitches on each side beyond shoulder
seam: GO stitches. Make 2 single crochet
chains 1% long for butten loops and

attach to the top cotners of the front
neck ribbings. Sew button to corners of
back neck ribbing so that, when closed
with the button loop, the front ribbing
will overlap che back neck ribbing a bit.
For a nice finishing touch, you can cto-
chet over the raw edges on the inside of
the vest at waistband and neck, tacking
them down to knirt ribbings, Finish the
shoulder seam allowances in the same
way.

Bibliography

The Mail Shurtle. journal of News & Ideas for
AVL Loowms, Vol. I, Special Edition, De-
cernber 1983, This issue concains the peg-
ging plan for the Argyle Twill pattern—
computer generated design—used in the
vest.

Wood, Irene. Sixteern Harness Patterns—The
Fanciest Twitl of A¥. Robin & Russ Hand-
weavers, 933 N. Adams St., McMinnville,
Oregon 97128,

TWILLS and
TWILL DERIVATIVES
Lucille Landls {2nd printing)

No need to depend on recipes for your fuiflst
Use a fogical approach to understand their con-
struction, then design YOUR OWN four to
eight haress fancy, braided, fnterlocking,
corkscrew, decorated, and waving Reitls, or
crepes, waffles, and shadvw weaves. 150 B&EW
photos, nearly 300 patterns, 120 pages, soft
cover, $11.95,

AND, using the Landis soft cover book WARP
WITHf A PADDLE, BEAM WITHOUT
PAPER, learn to warp and beam like a prafes-
sional. 35 pages ilustrated in defail, $6.95.
Pastage $1.50 per copy, $.25 add. copy. Dealer
imguines invited.

THE UNICORN
P.O. Box 645
Rockville, MD 20851
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Scotts!

The source of the "8I

for the fiber of the "80s:

Rayon has come of age. It's the yarn for all seasons.
And Scott’s, as it has for so many years, has the fiber that matters.
Galaxy . . . a novelty textured yarn with brilliant
sheen and dressy elegance in romantic pastels and starlight brights.
Camelot I . . . a sleek, clean-cut rayon braid in
jeweled brights and dramatic darks with eye-appealing accents.
Milan . . . a subtly textured rayon boucle with
delicate surface effects in mellow earth tones and citrus brights.
Ask about other rayons and rayon blends.
Scott’s sample set $5.00 - wholesale inquiries only.
(Include resale # and 2 other proofs of business.)
(loseouts available by request.

Scotts Woolen Mill, Inc.

Dept. #W] 12 Hecla St. & Elmdale Rd., Uxbridge, MA 01569
Tel: 617-278-6571
For orders only toll-free 1-800-225-4661, except in MA and AK.

Shullle
SPINDLE
YERPOT

Quarterly for weavers,
spinners and dyers
published by the
Handweavers Guild
of America.

Membership Rates
One vear $18
Two years $35

Add $2 per year outside
of US.A. US funds
drawn on a U.5. bank.
pasterCard/Visa
accepted.

Send name and address
with check, money
order or credit card
number and expiration
date to:

HGA mMembership-w)
65 La Salle Road

West Hartford, CT
06107 U.5.A,

{203) 233-5124

SEWING, CRAFT &

NEEDLEWORK SUPPLIES

Selling quality for less

1000 Items, 52 Pages

10-25% Discount

Write today:

newark dressmaker supply

6473 RUCH ROAD
PO. BOX 2448 /F6
“~N, LEHIGH VALLEY, PA

NS 18001

CATALOG

The best in textile
and art weave
yarns from
Finland

HELMI VUORELMA

‘Wael Blanket Yarn [Brushakle]
Loop Mohaie [Bruskable

Haamu Yarn

saperwash Marja-Eiata
Takana Finmvweave Yar
Borijv Yart

I Linen &4, F5, FI12

My ppylanka |mubdy colion
Cotiom Chenille (1 :."

seine Twine

Al Lathor

12iZ Callon

&3 Codi

Callon Poppana from Pirkanmaa
Firkka Laps sEry and rag yar
Thika Looms and Equigment
Sample cards $1 each or & for §2

1 Schoolhouse Yarns
}%‘ 15408 5 B, Holfmaister R
A .

14 O THE WEAVER'S JOURNAL



What’s in 2 Name?

Name drafts drawn by hand or computer

FYOU ARE SEARCHING for ways
to add original designs to your
weaving, I would like to recom-
mend a fun approach to designing
drafts, name drafts or weaving
plans based on names. This can be done
either by hand or compurer; the only
difference is speed. The draft you derive
from the name can be changed and
manipulated to give many other drafts,
s0 it serves as a catalyst for your creativ-
ity. The compurercan aid the process by
quickly filling in the squares for the
drawdown or fabric representation: it
works almost as fast as you can think up
the desired pattern. Doing drafting by
computer is both entertaining and an
aid to creative chinking. It’s a lot of fun
to see whar happens with minor
changes and you can check out varia-
tions without having to fill in squares on
graph paper or set up the loom.

Basic method for
deriving drafts

Thete are four steps in making a name
draft: 1. choose and code the name: 2.
verify that it follows weaving rules in
threading; 3. check that it fits aesthetic
expectations; and 4. do the drawdown.
You may return to step two after you've
completed a drawdown to improve or
vary the designs. Keep in mind that
name drafts are traditionally used for
overshot weave, so some of the informa-
tion presented here may not apply to
other weaves, In overshoc, a treadle is
repeated with tabby between each pick,
so overshot requires three picks to pro-
duce fabric, one pattern and two tabby.

Code Name

Start a name drafi by writing the alpha-
bet and giving cach letter a harness
number, thus producing a code. You
may use four or more harnesses. [ have
found that there is no grear advantage

by Susan Mansfield

ABCD EFGH 1JKL
2341 2341 2341
WEAVERS JOURNAL
42232534 3423321

This 1s the raw code for threading.
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to using more than four harnesses for
overshots and twills because the thread-
ing code becomes almost random.
Next, write your name. I have used
Weaver's Journal as the example. Give
cach letter a number which corresponds
w the harness.

Weaving Rules

Examine the sequence of harness
numbers (the threading). You want the
final threading o produce tabby on
alternate harnesses. Dashes in the fol-
lowing threading sequences indicate
the problems. The threading correc-
tions can be made in two ways:

Insertion method: If you find consecu-
tive threads on the same hatness or 3 2
& doral & 3side-by-side (even or odd
pairs), add an incidental of extra chread
on the opposite tabby lift. For example,
reading and inserting from left to righ:
threading 23-321 would become 234
321 or 232321,

Change method: You may also change
the second thread of the pair to the
opposite tabby, For example: 12-234
would become 12134, then 12143,
because 1 & 3 were together. Your deci-
sion depends on the length of the re-
peat you want and how much you want
to stray from the raw code of the name.

This is not difficult to do by hand.
On the computer ali you do is enter the
name. The computer prints the raw
code (letter by letter} and also the
changed, derived code for tabby weave.
To produce the code, the compurer
program | have written uses the change
method, always substituting the next

greater number harness when doubles
appear. The program also gives the raw
code so I can use it for adding incidental
threads. Most of the examples shown
use this method.

Aesthetics

At this stage WEAVER'S JOURNAL
draft is 4323234143434321 (change
method or 4-3-2-1-232341434-7-23-4-
321 with added incidental thicads
undetlined. Each incidental thread may
be the other one of the odd or even pair.
This is where you can use your aesthetic
judgement (deciding whether this
threading fits the desired weave type,
has pleasing figures or shapes, produces
a good balance cither symmetrically or
asymmertrically, is suirable for the
intended use or project, and will work
with your chosen thread size and type).
The computer drawdowns quickly try
out the different choices— a plus if you
are unable to visualize the effect! If you
are doing the drawdown manually,
changing one thread can be a big job, so
the computer is a great help. Some-
times one thread change is all that is
necessary to improve the pattern.

The versions of WEAVER'S
JOURNAL shown in drafts 1 and 2
show the threading with only one
thread changed; it changes a five thread
float to a point.

One aesthetic as well as fabric-use
problem you face in weaving some of
the name drafis are long floats. Look at
this threading, 121212-34121. Notice
thac the first 6 threads repeat the 1 & 2
combinarion, thus giving a 6 thread
float or weft thread on the surface of the
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fabric when treadle 1 is used. This can
be cotrected by changing one of the
threads to a different hatness. Since 3 is
also an odd number, replace one of the
I's with a 3, giving ascending and de-
scending numbers a pointed draw.
Draft 3 shows long floats and a chread-
ing with 2—4 threads adjacent making a
non-tabby fabtic. The threading is still
asymmetrical. In order o balance it
from left to right and make it symmecri-
cal, thread one repeat, then thread the
sequence in reverse order; do this again.
This gives 12321234121-12143212321-
123, etc. Again there isa problem, since
two threads on harness 1 repeat in the
middle and also on the eads, In both
spots, eliminating the chread on 1 will
cure the problem. Another problem
might be adjacent threads which are
both even or both odd. This can be
solved by adding another thread of the

AT FE] £

opposite pair. Draft 4 Reverse has a
thread eliminated on harness 1 and 4
and reverses on 4. Draft 5 Reverse2
eliminates a thread on 1 and on 4 at one
side and revetses on 1. Reverse and
Reverse? have the reversal point ar
opposite ends of the threading se-
quence. These two drafts have only one
repeat of the threading and two repeats

WITLIR L T
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Draft 2.

of the treadling. If the threading is re-
peated and treadling stacted at the same
point, the drawdewns would lock the
same. Shifting che paper will match the
two drawdowns. It is generally a good
idea to draw ot print out two repeats of
the threading and the treadling in ordet
to see the parrern. (Both of these pat-
terns have too many threads in one

L BN N N S

e e e e e Ty
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repeat to print two threadings, so make
two copies and tape them rogether.}

Use a straight draw rie-up: har-
nesses | & 2ontreadle 1,2& 3002, 3
&4on3, and 1 & 4 on 4.

Drawdown

The final step is doing the drawdown.
Treadling may be done either “'as writ-
ten”, straight or reverse twill, rosc, on
opposires, or other choices. If you sub-
stitute picks treadled on 1-4 for 1-2, 2-3
for 3-4, 3-4 for 2-3, and 1-2 for 1-4, you
will have a different pattern. On a sheet
of graph paper fill in squares across the
top for the threading and the upper
right for che tie-up. Each row represents
the harness and each column a thread,
in the threading portion, and a treadle
in the tie-up portion. Under each
column in the tie-up mark the treadle
you intend to use. Now fill in the fabric
portion of the draft by filling in each
square which has threads which match
those harnesses tied two the treadle.
Assume you treadle 1 first. Treadle 1
lifts threads on 1 & 2, so mark all 1sand
2s in the row. Fill in all the other rows
for the other treadles.

A drawdown trick to use if you
don’t have a computer doing the job, is
to fill in several rows of graph paper to
represent each pick-up and to write the
treadle number on each row along the
side. Then cut the graph paper in strips
and rearrange them in the particular
tteadling you wane. With this method
it is easier to fill in the squares, as well
as 1o ty different weadlings, All you
need to do is shift the strips of paper
representing each pick. In overshot
Name drafts the two picks of tabby are
not necessarily shown in a drawdown
since they are taken as a2 necessary re-
quirement and the design is more no-
ticeable without them and the half-
tones they make. See Drzft 6. When
weaving overshot, picks and harness
pairs are repeated w form blocks of
floats, thus enlarging the pattern. (You
can see the pattern withour the repeti-
tion of picks on the same treadle, so
doing drawdowns this way saves paper.)

The scale of a compurer printout is
about ten threads per inch, so if you are
using smaller cheeads the design will
not be as obvious. Another difference
between drawing and weaving the fab-
ric, is that drawing does not have prob-
lems with maintaining an even beat or
using irtegular size threads. When you
weave, be sure to check that diagonals
have the intended angle so that squares

Diraft 6.

are square. A plastic triangle aids you
with this, If you plan to weave anumber
of different width pieces from the same
warp, plan the pattern so you can re-
move threads from both sides and still
have a good design,

Take a look at the completed
drawdowns. Notice the diagonals, the
stars, tables, roses, Sowers, and other
pattetns which form. Searting at a
different spot of repeating certain parts
in the threading may give a berter pat-
tern or give emphasis to chat part. One
way to find different turning points is to
hold a mirror perpendicular to the
paper at different places and angles to
see the various patterns which form.

The point twill treadlings {123432)
produce nice suripes of diamonds. A
point twill, then reverse point twill rrea-
dlings give larger diaronds or star

ity I1:
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cffects which are still in stripes. A
couple of the threadings thar follow use
only a portion of the code for WEAV-
ERS JOURNAL and then reverse the
code. This gives table designs, dia-
monds, or snowflakes depending on
whether the threading repeats a 2-3
combination with few 1s and 4s or
whether it has more 1234321 sequences.
When [ looked at the drawdown of
WVJOURNI, I noticed a diamond pat-
tern starting ac the left cdge. WVJRNL
Draft 7 takes these left thirteen threads,
reverses on harness 1 in a lefrward direc-
tion, giving cwenty-six threads in the
repeat. In WVJPART Draft 8 the
threading starts with the seventh thread
of WEAVER'S JOURNAL Draft 2 inci-
dencal threading and ends with the
seventeenth, since that portion con-
tained a threading to make a snowflake
design. The new draft uses ten threads
and reverses and repeats them.
Experiment with different trea-
dlings using graph paper or computer
printouss. The examples have the “as
written” treadling or portions of it,
point ewill, straight draw, overshot, and
rose treadlings. In antique coverlets you
may find straight draw blocks in the
borders combined with other creadlings
in the coverlet body. Borders of twill oz
part of the “as written” threading be-
tween them emphasize a star or snow-
flake effect. By looking closely at the
drawdown samples you will start to
notice subtle effects in the weave which
you can emphasize by changing thread-
ing in one or more spots. | looked for
natural focal points and central patrerns
and then eliminated excess threads in
the repeat or added them between.
WJR__REVL Draft 9 is an asymmetrical
version of WEAVER'S JOURNAL

Drafe 7,
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which adds 234321 and then repeats.
These drafts can be used as a pro-
file or short draft for any weave you
would like to use. For instance, each
black square in the threading could
represent any even number of threads
ot a certain sequence of threads. For an
overshot a block in the top row could be
4 threads, 1212, while one in the second
tow would be 2323, third row— 3434,
fourth row—1414. Each pick in the
creadling shown would be repeated two
of more times with a tabby thread after
cach. A Summer and Winter threading
of four blocks would thread first on
harness 1, then on harness 3, 4, 5, 0t 6

for patrern block, then on harness 2.
The treadling would have tabby chreads
alternate berween the 2 pattern picks
for each block. Crackle, bronson, and
double weave, and Swedish lace could
also be woven using your profile draft.
I hope you give name drafting a
try. Whichever way you want to do it,
either by hand or computer assisted,
will be fun and give you new weaving
ideas. The steps in either case are the
same: code 4 name, make sure the
threading can produce tabby weave and
approptiate length floats, is aestheti-
cally pleasing in weave, figures, bal-
ance, and fits the intended project.

Happy drafting!

Note: The programs used to derive
the drafts in this article are ones which

the author has written for use on the
IBM PC,

“The Drafter,” a drafting program
written for the IBM PC is available from
Susan Mansfield, 145 Dakota Ave. §., Min-
neapolis, Minnesota 55416. The price is
$40.00 and the program comes in color.
Also available are personal name drafts. 1f
you would like Susan ro generate a name
draft for you, send in the name desired plus
$1.50 for 2 drafts,

Are you :‘ntrigued by the many design and fab-
ric possibilities in the Weaver’s Journal name draft? If so, we
invite you to send us your interpretation of this draft used in
an item woven for the home. Cash and merchandise prizes will
be awarded to the winners, and instructions for making the
winning projects will be published in The Weaver's Journal.

Deadline for entries
June 30, 1986

L1 ]

Instructions: select one of the Weaver's jJournal
name drafts from the preceding article and use it to create
something for the home such as upholstery fabric, table linens,
towels, rugs, hangings, etc. Send us a completed piece along
with information on yarns used, weaving and finishing instruc-
tions, and a brief statement outlining your approach to this
problem. {¥WWhat were the factors that influenced your choice
of project and materials?) If you make a group of items such
as a set of placemats, send in only two of the set.

i
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THELDOM
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:

e 4-harness jack-type, extra 4-har-
ress kit

s Occupied space once opened:
32" x 35" {81 cm x 88 cm)

» occupied space once closed:
20" x 32" {51 cm x 81 c¢cm)

e« maximum weaving width alfow-
ability: 24" (60 cm

e regifar 10 1/2” heddles (26.8 cm)
— optional sectional warp beam

s low noise level, easy attachment
system

The Lecierc 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 littte room!

[ T T e e e T e s e 1
! For detailed literature about this new Compact loom and for the |
] b list of authorized Leclerc dealers in your area, simply fill-in this |
" I coupon and mail to !
Leclerc &) 55t |
B | } P-O. Box 491, Piattsburgh, NY 12901 U.S.A. |
0 I I
SINCE1876 WV | " |
: Address :
I |
| |
' :
i .
[ Clty I
: State/prov. Zip code. :
b e e __ o



The New Harrisville
40” Loom

We are happy to introduce the first of the second
generation of Harrisville floor looms. Sturdier, heavier
and more versatile than our other models, the new 407
loom incorporates the same practical design features
and complete kit concept which make our looms the
economical alternative. If you know our kits, vou will
recognize the same qualities and craftsmenship we have
been building into our looms for years. If they are new
to you, we believe you will be pleasantly surprised by
the savings and value they represent. Qur new 40" kit
loom is available with these features:

Weaving width 40™

4 harnesses, 6 treadles

Quick, easy tie-up system using “snap chains” instead
of cords and knots

Jack action, large rising shed

Friction brake

Warp and breast plates removable

Adjustable beater

800 flat steel heddles or wire heddle option

Solid hardwood construction

Mortise and tenon pegged joints

Weight 102 lbs,

Prompt delivery through your local dealer

HARRISVILLE DESIGNS
Harrisville, New Hampshire
03450
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Y FREDEWIK L FAWCETT |- '
o - o

A Complete Selection
of Incomparable Yarns and Fibres

Send for samples

WE WTTE e i
f_’fl__x_uu_:‘__.z. TN I

t’j Linen/Cotton Identification ($1.60)

F Linen/Cotton Color ($1.60) - Macrameé {$0.60) >3
i3 LINWOOL™($0.50) - Worsted ($1.50)

'-2 Wool ($1.50) - Flax Fibre ($0.40) |
d Irish/Scottish Embroidery Linen ($1.10) el
2 Swedish Embroidery Linen (§0.75) !
ra Linen Embroidery Fabrics ($1.00) 3
h= Looms ($0.50) 3
' &

We welcome you in Salem.

4 FREDERICK J. FAWCETT, INC. &,
% 320 Derby Street, Salem, Mass. 01970 a
(617) 741-1306 -

VEABYPRS VA SIS I SIS IR IS L ¥ b=

Dept W
DOTIE VT

One week workshops
for students of all ability levels
and media interests

FIBER:FABRIC (MANCY SHAW CRAMER, KATHY JAMES. NICOLE MILLS,
SUSAM KELLEHER YVONNE PORCELLA. ED LAMBERT, ANA LISA HEDSTROM,
TOE LANCASTER) CLAY/METAL; STAINED GLASS WOOD

I TP QNG P WBaK $B551005
vadal round gallery

V‘

ARROWMONT

School of Arts and Crafls
Box 567, Gatlinburg, TN 37738 (615) 436-5860

Two Blade Drawing-in Hook
I CUTS THREADING TIME IN HALF

Also
Automatic Denter
Acrylic Warping Paddle
Other Fine Tools

Send for Free Brochure

WESTSIDE WEAVER
P.O._BOX 32795 DETROIT Mi 48232

[313) 833.7920




Curoflax, Inc.
Specializes in Flax

FLAX IN ROVING: Imagine 31 exciting colors!

This finely combed silky flax is so easy on the hands that even new
spinners will produce attractive, lustrous linen (no distaff or wetting
necessaryl). Available in 4 oz. hanks ($1.00/02.). For sample, color
photograph and order form send $3.00

{refundable with first order). A Unique Whee for
he Safcus Spinnes

LONG LINE FLAX IN STRICKS AND BATTS: in
10 colors and natural, for a very strang linen
thread. The stricks are approx. 3.5 oz. {colored

@ $3.25 and natural @ $1.75). The carded

batts are 2 oz, ($1.00/0z.) For sample card and
order form send $2.50 (refundable with first order).

Curoflax, Inc.

P.O. Box 241
Rye, New York 10580

P.Q. Box 2009, Taos, New Mexico 87571
(505} 758-0433 Send S A S E. for Free Brochure

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.

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

“Vor've g@[‘fb Be be [sddsny™
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Wearing Handwovens

with Style

by Anita Luvera Mayer

ANDWOVEN CLOTHING has become

stylish and  wearable, successfully

evolving from the earlier heavy fabrics

that were often moce effective on the

wall than on the body. The problem
now facing many weavers 1s how 1o coordinare
these special creations with the rest of one's
wardrobe.

The seatch for what to wear with hand-
wovens can be expensive, frusetatiag and time-
consuming bur one solution is to “plan back-
wards.” Select a basic garment, a simple dress,
pants, skirt/blouse, jumpsuit or jeans/turtle-
neck in a favorite foundadon color (plumn, grey,
raupe, black) and ##en design “creative cover-
ings” to coordinate as a second layer. This prac-
tical approach can save you time and money by
curting down on both your shopping time and
your investment in coordinating clothing. The
layering effect also provides added warmth as a
bonus for those who live in cool climates. The
basic garment could be purchased or made using
fabrics such as wool jersey, corduroy or cotron. In
warmer climartes, cotton pants or a skint would be
practical and comfortable.

It is not enough merely to create a beautiful
handwoven garment. It should be worn with
pride and style, enhancing the wearer's self
esteern and providing a visual gift to others. You
are a unique individual and should make that
statement in the clothes that you weave and
wear. Clothing s a silent language that says a
great deal about a person before a word 1s
spoken: it is a visual resumé and a non-verbal
language. Clothing has been used for centuries
to indicate social stature, wealth and occupation.
Fot you 2s an individual, it is imporeant to decide
what you are saying about yourself and whax it is
you want 1o say with the clothing you wear. Each
of us has the night to change our appearance to
suit various roles and personalities, but we must
also develop our own personal s#yfe of dressing.,

S#yle reflects an individual type of behavior

Select a basic
garment .
and then
design
“creative
coverings.”

—

Our model Katherine
Tiltanr McMahon 5 a4 51.
Paul, Minnesota tapestry
weaver and teacher. She
bas recently shifted ber

aitention to the production
of band painted clothing.

and look in contrast to fzshion which is a cutrent
teend or fad in clothing. If you understand the
importance of attitude, colot, proportion and
line, you can enhance your attractiveness and
develop an individual style.

Attitude

How you look 1s 90% attitude and 10% physical
shape, for if you feel good, you will look good.
We all know people who are beautiful, not be-
cause of their size and shape, but because of cheir
atricude about themselves and life. Accept and
like yourself or do something about the problems
NOW. Take control of your body and your life.
Discover and emphasize the positive aspects of
your appearance, recognize your shortcomings
and learn how to minimize them. Seck the
advice of experts in make-up, hair style, co-
ordinates and color and then use that informa-
tion selectivedy. Standing tall with pride in your-
self will make you feel better, appear ten pounds
thinner and look more stylish.

Color

Color surrounds and shapes our lives and can be
used 1o cteate tllusions. Use color to your advan-
tage 10 enhance your appearance. Dark colots
seem to recede and reduce size, so use them on
those parts of the body that you wish to mini-
mize. Dark does not have to be black or unflarcer-
ing — consider using some of the rich jewel tones.
Light values advance and seem larger because
light appears to spread, so a light and bright color
will focus the eve on the part of the body it covers.
Use the light colors for the areas you want to
emphasize (2 bright collar to focus on the face,
bright sleeves to emphasize hands, a colotful sash
to focus on the waisdine). Contrasting color
creates interest so design some of your hand-
wovens to contrast with the basic garment,
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Above, the long purple
vest IS WOIM over a [unic.
Note the use of vertical
seams and embellishment
with the addition of wide
shoulders padded w
visually reduce the hipline,

Notice the use of a navy
skirt as a basic garment.
Combined with the teal
tunic, the resulting owtfit
is a good example of 2
long top, loosely belted
with focus on the sleeves.
{above, right)

Proportion

Proportion greatly influences how a garment
looks. Verticals, horizontals and illusion interact
to contribute to the total look of the clothing on
the figure. For example, wide shoulders will
make hips look narrowet (football players appear
to have those slender hips because of the illusion
created with wide padded shouldets). Many
handwoven garments need a more square shoul-
dered look to balance the hipline, so consider
using temoveable shoulder pads or using tucks at
the shoulder for emphasis.

Visualtly curring yourself in half makes your
figure look shorter and wider. Think in terms of
¥s and % of the total garment length. For most
figutes the % measurement ends the garment at
the waist area, which is one of the most flattering

Verticals,
horizontals
and illusion
interact to

contribute to
the total
look.

places to focus attention with a concrasting line,
The eye is drawn inward to the waist and then
upward to the face, away from the lower bady,
This is most effective when there is a continuous
color line underneath the handwoven piece
{dress of one color ot pants and top in the same
color tone). Many garments end at the hipline,
thereby emphasizing the broadest part of the
body and visually dividing the figure in half.
Using a length that is % of your shoulder-to-hem
measurement pulls the eye downward, giving
the illusion of height and slenderness. Ending a
second layet about three inches above a dress or
skirt hemline is very flattering to a majority of
women. The length of your legs, total height,
shoe type and personal comfort are all factors to
consider in determining the cortect use of pro-
portion. The most important message is to avoid
visually dividing your figure in half,
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The rose kimono is an ex-
aiting illustration of a gar-
ment which ends at the
waist and is open down
the front. It also shows the
use of shoulder mucks and
the importance of sleeve

emphasis. (sbove)
q

Navy pants used as a basic
garment complement the
blue mohaic sweater shown
with the blue vadmal vest.
The sweatet shows the use
of padded shoulders and
the vest illustrates the
strong vertical line produced
by the open garment
front. {nghs)

Line

Lines create visual pathways by leading the eye
up and down or across the body. A vertical line
emphasizes hetght, a hotizontal line focuses on
width, a diagonal style slims and a curved, exag-
gerated line focuses attention because it rakes
more time to view the contour. Vertical lines can
be created with fabric stripes, vertical seams, and
selvedge emphasts. Jewelty {long necklaces and
earrings) and V-type necklines also add length.
Garments which open down the front (kimonos,
jackets, vests) are especially slenderizing because
the narrow opening becomes a vertical line, A
loose fitting chemise, tunic or shift is an un-
broken line that can camouflage a thick waist or
balance a heavy bust. Wearing a loose tunic or
dress lightly belted defow the waist and softly
bloused is very attractive on almost all body
types. A continuous color line elongates the
body, so if hose and shoes are in the same light
or dark tones of your basic gatment you will look
taller and slimmer.

Planning

Some specific figure considerations need o be
reviewed in planning bastc garments and hand-
woven co-otdinates. A garment should never
overwhelm or detract from the wearer. This is
doubly important for smaller women. The
shorter figute type also needs o scale down acces-
sories and have enough leg showing to give
length to the figure. Short tops that come to the
waist with one color line underneath are recom-
mended for the smailer woman. The most effec-
tive way for the large wornan to dress is to empha-
size the vertical line of the figure. The fuller
figure needs simple garments with graceful flow-
ing lines such as shifts and caftans. These give a
long continuous line that covers che figure with-
out attempting to fit any area snugly. Having
part of the leg visible also slims the silhouette.
Color, design accents, and jewelty can focus
attention whete desired. Hose and shoes in the
tones of the basic garment will slim the leg and
create verticals. Lightweight fabric is as impor-
tant for the fuller figure as for the petite woman.

Clothing is one means of self-expression.
Take inspiratton from yourself, like who you are
and take care of yourself. In today’s world, we
often let other people make our decisions for us
and lose our individuality and perhaps our sense
of well-being as well, Strive for simplicity in what
you weave and what you wear. Look to history for
a soutce of ideas for the past is a way to under-
stand the present and to meet the furute. Cloth-
ing is a tool fot you to usc to express your
personality and outlook on life. You give impor-
tance to the clothes that you weave and wear.
Have fun with creative coverings and wear them
with style!
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The Dress

Basic black “T-Dress”
with detachable cowl
can be worn belted or
not. Several possibil-
ities are shown here
— Create your own
style!

Note the stunning vertical effect
achieved when the basic black dress
is paited with the peacock scarf.

Basic T-Dress
Think thin, think tall

f Eabrie meeded: 2 yards
r of stretch jersey fabric,
54" or 60” wide, de-
pending or width
needed.

allow ¥s* sleeve hem
4% _'\

17—

.
®

WP oefpm

~  CowL

¢ Dress can be worn
strapless with neckline
as shown.

* Neckline shape can

2" be changed.

Yoo Length indicated is

l quite long — check

your desired length,
Allow for belting and
blousing, however.

* This pattern fits sizes
12 to 18, 5'5" and
taller. Dress needs to
be scaled down 1n
width and length for
smaller and shorter
figures.

* Some weaters find
armholes too tight.
They can be cut
wider.

* Cowl piece is stitched
on the sides, left
open at top and bot-
tom. This piece can
be tucked into neck-
line if 4 cowl is
desired.

* Cur ue belt from re-
maining fabric. Fin-

aliow 114" hem shed size: 1" x 827,

& — neckline —m

it

¥
ra
o

T4

lay this side on fold

50"

allow %" seam allowance on this sde
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“It’s a
waste of
good

wool!’”’

1. Anna-Maja Nylén. Swedish
Hamderaft, pp. 19 & 414,

2. leene Emery. The Prismary
Structure of Fabrics. pp. 22-25.
3. Elias Wessén. Vara Ord. p.
497,

4. Nylén. ibid. p. 124.

5. ibid. p. 125,

6. ibid. p. 124,

7. ibid. p. 80.

8. ibid. p. 332.

Vadma

A study group from the frozen North
warms up to an ancient technique

by Susan Larson-Fleming

osing fifty percent of yout handwoven
fabric to shrinkage is not a comforting

thought and could deter a weaver from
attemnpting to make vadmal. Forwu-

nately this was not the prevalent opin-

ion when the Eclectic Weavers study group final-
ly decided to work with a process for producing
this felt-like fabtic. This gathering of 12 to 15
Minneapolis/St. Paul weavers, founded in 1970,
started as a study group of the Weavers Guild of
Minnesota. They examine a diffeent weave or
technique every year: duting 1984/85 the topic
was vadmal. The result was a selection of gar-
ments reflecting individual preferences in color,
cut and finishing but sharing a common process.

Vadmal has been defined as coarse, fulled
and napped, homemade woolen fabsic woven for
everyday use.' The distinctive look of vadmal is
achieved by manipulating the woven fabric after
it 1s rernoved from the loom. The felt-like effect
results from a finishing process which subjects the
woven fabric to moisture, heat, pressure and agi-
tation making the resulting vadmal difficult 10
distinguish from fele. This finishing process is
more correctly defined as fulling rather than fele-
ing because fulling indicates a manipulation of
an already woven fabric.?

The Swedish word vedmal comes from
vadmadtt which means the measure of one length
of woolen fabtic.® The term appears quite early
in Swedish historical documents and was iden-
tified as an imporant object of trade and
medium of exchange. Because of its use as cur-
rency, domestic manufacturers of vadmal must
have been quite widesptead. In 1380, a royal
ordinance granted Swedish peasants che right o
use vadmal as a means of trade and allowed them
to sell it to one another. Fine woolen cloth or
broadcloth, which dominated organized trade
production, remained exclustvely a trade object
controlled by city merchanes.*

[n present day usage, vadmal denotesa two-
or four-shaft woolen material which is fulled.
How and when this definition reached common
acceptance is not known. What is probable is that
vadmal once referred to certain woolen fabrics
which wete woven on a warp-weighted loom and
woven according to standard measurements. The
warp-weighted loom was used in Iceland unul
the late 18th century and records from this period
show that vadmal had at one time been asso-
ciated with unfulled cloth but always with
4-shaft cwill ®

YWoolen cloth dominated Eutopean cloth
production during the Middle Ages. The type of
wool fabric worn indicated social standing. Unil
the 18th century, nobility and bourgeoisie con-
firmed their upper status by wearing broadcloch,
For the lower classes, homespun predominared.
In Sweden this distinction remained until the
20th century.®* Among these homespun, horme
manufactured fabrics was vadmal.

Vadmal has been used traditionally for bath
clothing and interior decoration. In Sweden,
archival records and litetaty sources indicate that
the walls of rooms were draped with lengths of
woven material including vadmal, Fabtics and
darned net scrips hung from ceilings and entire
rooms were lined in fine woolen eloth or vadmal.
Larer, lengths of vadmal and linen tabby (prefer-
ably patterned} were attached to walls as tapes-
try. This custom was still followed in peasane
households in many areas through the mid 19th
century.” Since the Middle Ages, embroidered
mittens of vadmal have been given as traditional
wedding gifts. Stockings of sewn vadmal and
linen fabric continued to be used alongside
knitted stockings during the entire 19th cen-
tury.® Outerwear and work clothes were also
made of vadmal because of its warmth and sturdy
construction.

Twentieth century weavers such as the
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PHOTOS BY NAMNCY LEEPER

Coat designed
and woven by
Jean Seeker.

Warg: Com 7/2
Magenca
Weft: ]. Hylsop

- Bathgate,
Galashiels, Scot-
fand, 1642 light
blue, purple, roy-
al blue and red

violet

Sett: 6 ep.i;

6 p.p.i.
Comments: After
weaving, sel-
vedges were sewn
together to form a
tube 10 prevent
‘lnlﬂ]jng’l ’loﬂg
the edges during
the shrinking
process. The fab-
ric was washed in
a washing ma-
chine set on regu-
lar cycle using ex-
tra hot water from
a teakerde, fol-
lowed by a cold
rinse. Batch rowels
wete added to the
wash for friction.
During this pro-
cess the material
shrank more than
50% in width but
about 30% in
length. Before
drying, the fabric
tube was cut open
and then wrapped
around a plastic
tube with dry
towels separating
the layess. The
fabric was un-
wrapped cach of
the three days it
took to dry, and
dry towels were
added.
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Jacket designed and woven by Shidey Herrick.

Warp: Mixture of fine 2 ply and singles from Ireland plus Hamisville 2
ply in pink, blue and purple.
Weft: Harisville 2 ply in lavender.
Sert: B e.pai.

Commeents: Cloth was washed in a washing machine for 18 minutes
using [vory Snow™, and chen dried in a dryer. Shrinkage varied from ‘2
to 3. The jacket has sleeves knitted in cable stitcch and an underarm
inset knitred in ob seitch.

Eclectic Weavers have rediscovered vadmal and
have used its “homely” nature to create lovely
and original garments,

efore the cloth is submitted ro the vad-

mal process, it must be loosely woven.

Since the material shrinks 50%, a lot of

fabric must be produced. It is partic-

ularly important that the sett and beat
be loose to allow maximum fulling,

Yarns

Two-ply wools such as Harrisville Shetland,
CUM and Berga wete used both for warp and
weft in the group's experiments. Single ply wools
are usually too tightly twisted to allow maximum
fulling. Different yarn weights full differently, so
sampling is very important to establish the
amount of shrinkage.

Sett

5e.p.i., 6e.p.i, 8e.p.i. were all used to achieve
the correct sett. Anita Mayer has tecommended
dividing a tabby sett in half for vadmal weaving.

A closer sett will produce a fulled fabric which is
not so thick.

Weaving
The weaving is fast but very controlled, The beat

should nort be too hard. If the fabric becomes too
compact it does not full as much.

Fulling

Fulling completes the vadmal process and gives

it Its distinctive hand, During fulling the loosely

woven fabric will shrink approximately 50% in
your washing machine:

& Use one cup of Tide™ or Ivory Liquid™.

* Sct the washer cycle at Hot Wash/Cold Rinse
or vice versa. Most of the shrinkage occurs dur-
ing this step. You may add a towel to balance
the wash load.

¢ Leave the fabric in the machine through the
full wash and tnse cycle, but do not spin dry.
Some of the weavets added an extra period of
agitation.

The fabtic may be air dried, put in the dryer, or
tolled up between bath towels to dry. Plumbers’
pipe can be put in the center and fabric plus
towels tolled around it. The material is then
rewound using dry towels. If you roll the fabric,
pressing is unniecessary.

One unexpected side effect came to be
known as “ruffling.” Ruffling is the uneven full-
ing of the fabric due o selvedge shrinkage.
Tumbling in the washer or the difference in den-
sity on the selvedge ends produced duting weav-
ing may account for this phenomenon. The
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problem may be solved by sewing the selvedges
together with a loose overcast stitch either by
hand or machine before fulling.

A successful vadmal fabric may be cut and
it will not ravel, The weave structure should not
be visible: colors will blend and patrerns mesh.
Vadmal is warm, windproof and waterproof,
proof positive of its past success as a fabric for
work clothes. And remember: vadmal fabric can
be woven on both floor and frame looms.
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“If I shook it, the
weft would all go to
one side!’’

Jacket designed and woven
by Phyllis Pladsen

Warp: Glass House Shee-
land in blue, burgundy
and light blue; Glass
House Roughspun in bur-
gundy; Glass House
Cheviot in violet,
Threaded randomly.
Weft: Glass House Shet-
land in Black Raspberry
Sett: G e.p.i.
Commients: The weft was
6 p.p.i. The fabric shrunk
50% during fulling. The
fabric was fulled for two
12-minute cycles at the
“regular” seteing. Ie was
then air-dried. The jacket
was finished enrirely by
hand, It was interfaced o
provide the soft vadmal
fabric with more firmness.
The slecves are knitted.
Slensre braid, a Danish
technique, was used on the
edges and is shown hang-
ing from the neckline.

Jacket designed and woven
by Mary Johnson.
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FINISHES/SHAKED TRADITIONS

Finishes

for Vadmal

Figare 1.
Jacket by Paula Piaff.

Figure 2.
Jacket by Shirley Hetrick;
see p. 28.

by Suzanne Baizerman

he vadmal garment: a perfect challenge
for the ardent finisher! Like an artist’s
blank canvas, vadmal with its blurry,
fuzzy surface beckons the finisher, pro-
viding the backdrop for a full array of
finishing techniques,!

The finisher, however, must also work
around another major charactetistic of vadmal:
the sturdy “hand” of the fabric. To accomplish
this, vadmal garments might have majot com-
ponents (like the sleeves on 2 jacket) replaced by
complementary, more flexible pieces of knitting
or crochet. (Figures 1 and 2} Hems which would
add bulk might instead featute edges bound in
some suitable trim. Knirted ribbing might be
added to fit lower garment edges more closely 1o
the body.

To give you a “start” on your vadmal finish-
ing, five areas will be will be covered: 1. cutting
out the garment, 2. joining garment pieces, 3.
lining the garment, 4. finishing edges, and 5.
adding closings and other embellishments,

Cutting Out the
Garment

Deep down, many weavers believe that their
handwoven fabric will simply spring apart when

cut. Don't wotry about vadmal raveling: the
fulled surface holds those cut edges in place!
Remember, though, in choosing a gatmence style
to cut, that lines should be kept simple because
of the stiffness of the fabric. Eliminate as many
details, scams and hems as possibie 1o keep bulk
toa minimum. The garment will conform some-
what to the body shape as it is worn.

Joining Garment

Pieces

Garments may be joined using machine or hand
methods.

Machine sewn joins: In general, use a larger
needle (size 14-16) to sew seams, and set stitch
length at 10 stitches per inch. Trim corners, clip
and notch curves carefully (Figure 3); press well.
Face garments with 2 matching ligheer weight
wool to reduce bulk in such areas as waistbands,
cuffs and necklines. Since facings tend to roll to
the outside, understitch these areas through fac-
ings and seam allowances close to the original row
of stitching used to join facing to garment.

Figare 3.

While standard seams with seam allowances
may be used, some weavers have found that a
simple ovetlapping seam is effective, and that the
vadmal compresses well.

Crocheted joins: Many weavers crocher all
around the edges of garment parts, then crochet

Figure 4,
Jacket by Mary Johnson;
see p. 29,
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these crocheted edges together to join. {Figures
1 and 4)

Hand-stitched joins: The ancient stitch is an
inconspicuous way to join garment parts. (Figute
5) This join butts pieces together and, like the
machine sewn seam, can be ornamented later
with 2 variety of decorative embroidery stitches.
Examples of such sticches are the Cretan stiteh,
Jeather stitch, herringbone, buttonbole, figure-
e1ght, and the Van Dyke stitch. {Figures 6 and 7)
Note that these decorative stitches by themselves
might not be strong enough to withstand the

Figure 7.
Jacker by Phyllis Pladsen; see also figure 9 and p. 29.

stress of supporring these sturdy garment pieces.

Other embellishments might be used to
ormnament a seam, or to creace the illusion of a
seam: knotted seonets: flat braids such as the 5-
strand ot the 4-strand, two color (Figures 7 and
8); the 5-finger braid;? or spool knitting.

Selection of the appropriate materials for
covering seams can provide a field day for the
creative finisher. Both color and texture can be
utilized to contrast with the vadmal ground
weave. For example, the reflective qualities of
silk might make a particulatly exciting foil for the
cloud-like vadmal texture.

Lining the Garment

The vadmal fabric will stretch to fit the contours
of the body. Lining the garment will help retain
the original shape. Some weavers have lined
component parts prior to joining.? (Figure 9}
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Figure 6,

FBigare 8.

Finishing Edges

Since standard, turned-under hems add too
much bulk to the vadmal garment, weavers have
used other finishes on edges. A simple knitted or
ctocheted edge is one possibility, (Figure 1)
There are commercial bias tapes made to enclose
an edge, but weavers can choose to make their
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Figare 9.

own by knitting or finger weaving a bias strip.

-

Buttons can also be made of felted yarn® or

they can be kootted of yatn ot plied strands. Ex-

amples of the lacter would be the monkey fist

knot or the Chinese button.®

While machine made buttonholes may be

used on vadmal, corded or machine-bound but-

ZH  tonholes are also suitable for these heavy fabrics.

11

. Thinner fabrics, fine leather or Ultrasuede™

v could be used. Tty these fabrics for welt pockets,

too. {Figure 2}

There are many other materials which con-

erast well with the vadmal surface and therefore

may be considered for embellishments. Try but-
tons, other closings, beads, or other jewelry

accessotics made of any of the following: bone,

Another possibility is a cardwoven, finger-ten-
sion or rigid-heddle band which could be woven
tubular-fashion to suttound an edge. (Figure 10)

Adding Closings and
Other Embellishments

Butions used for thicket fabrics usually need to
be large. If a commetcial sew-through butten is
used, be sure to create a shank equal ro the fabric
thickness to prevent pulling on the fabric and to
make buttoning easier. (A toothpick between
button and fabric will create needed space. Wrap

wood, ceramic, horn, or metals, such as brass,

coppet, silver or pewter.

Notes

1. The author gratefully acknowledges the contributions of the Eclectic

y/am) Weavers of Minneapolis/St. Faul w chis article. [n addition. Ann

Maric Fiote who teaches clothing construction classes at the University

of Minnesota made many valuable suggestions about machine sewing.

2. Sce Adele Cahlander & Marjorie Cason, The Art of Bolivian

Highland Weaving, N.Y .: Watson Guptil], 1976, pp. 143-44. Other

useful telated braids appear in “Unusual Braids Produced by Loop

Manipulation,” by Noemi Speiser in Weavers fournal, Vol. 10, No.

1, Summer, 1985, pp. 15-18, 67-73.

I 1. Suzy Sewell's aricle in this issue of The Weaver's Journal

coneains recommendations on suitable fabrics for lining.

4, Pat O'Conner, "The Classic,” Knitsers, Vol. 2, No. 1, Fall.
19835,
5, "Knotted Chincse Button,” The Wagver's Jourmal Vol 9, No.
1, Summmer, 1984, p. 7.

thread around the thread -shank to finish, (Figure

11). Figure 11

WHOLESALE DISCOUNT PRICES
FOR THE INDIVIDUAL WEAVER

Order a minimum of $50 and take advantage of
these extraordinary discounts on premium qual-
ity natural fiber yarns from Mattila of Finland.

PORRI 5/2 Wool $3.25 / 250 yd. skein
LOOP MOHAIR $5.45/ 213 yd. skein
POPPANA COTTON $1.50/ 45 yd. disk
FISKGARN, 6 Ply Dyed $8.95 / 1444 yd. tube
#8 TOW, Dyed $13.20 / 2834 yd. tube

Vialkommen till
Hallavad Sheepfarm |
Virgarda Sweden

situated in the Vist-gita Highland
40 mifes from Gothenbury

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 quality Swedish
Loom
Plus many more Cottons, Wools, Linens, ¢ Making travel arrangements at discounted group
Over 160 Colors / Complete Sample Cards $5.00 rates

FOR FURTHER INFORMATION:

VISA / MASTERCARD WRITE: Hallavad PHONE: Country Code-46

CHECK / COD / MONEY ORDER Box 3332 Area Code- 322
44700 VARGARDA Local Number— 60040
Sweden

Miranda Imports
312-879-3335
28. 977 Shagbark Batavia, 1L 60510

Viilkommen HIl Hallavad!
Elisabeth Hultén and David Little
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““The world spins on an shford,
now it’s weaving on them too!”’

ASHFORD

The foremost name in spinning equip-
ment is now offering their complete line
of weaving looms and accessories to the
American weaver. Nz

halad

ASHFORL}

Distributed in US by:

Fibercraft Imports
61 State Road
N. Dartmouth, MA 02747
617-993-2240

H Call or write for free catalog

Dealer Inquiry Invited

I LTI R

o

Ou Canolina Cottons:

3/2

now has been added to our 5/2, 10/2 and 40/3, custom-
dyed mercerized perle cottons. Available in 8 ounce
and11b. conesin:

Scarlet  Emerald
Pale Yellow  Cordovan
Copen Blue  Black
Tan  Medium Rose
Pink  Light Blue
Nectar Brown  Rust
Tobasce  Jewel Green
Navy  Coin Gold
Island Green  Royal Blue
Turquaise  Lavender
Silver Gray ~ White
Natural

OW

FOR CATALOG AND
PLEASE

eaver's Way
P.0. Box 230

R Crown Point, IN 46307

(219) 663-1406
ORDERS: 1-800-348-3483

SET OF SAMPLE CARDS,
SEND $2.00.

A 4

MAGASINET

Scandinavian Weaving Magazine

My
o

VivMagasinet comes out in four, colorful and inspiring
issues per year (February, April, August and Novem-
ber). Each issue contains weaving projects designed
especially for Scandinavian Weaving Magazine. We
offer exciting reading about textile art and weaving,
feature courses and exhibitions, and visit individual tex-
tile artists, industries, and weaving studios.

Scandinavian Weaving Magazine

is the magazine with the beautiful color photographs.

A one year subscription, now with complete English
translation, costs $22.00, airmail postage included.
Please make all checks and postal money orders payable
in U.S. funds to:

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.

JOIN US — SUBSCRIBE TODAY!
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Wearable
ine Thread Tapestries

by Elmyra Tidwell

Bodly art bas taken many forms through the ages, ranging from primitive
in the use of painting and tattoos, to highly refined forms such as jewelry,
lace and other adornments. For centuries, what people have chosen to
wear bas reflected their individuality and their times. Today, the most
common form of body art worn in America is the designed t-shirt. Elmyra
Tidwell has gone far beyond the mass-market T-shirt concept of adorning
the body with her exquisite woven tapestry neckpieces. She has related for

HEN PEOPLE SEE my work for the
first time, they usually think in
terms of miniature tapestry. My
neckpieces are larger chan most
muini-tapestries, but [ don't like

them 1o exceed twelve inches in diameter.

I starred weaving my first neckpiece by acci-
dent. | had tried to weave larger capestries using
heavier yarns for weft but withour success be-
cause I did not have the shades of yarn [ needed;
also the heavier weft yarns consumed too much
space, limiting the amount of derail that I could

us her sources of

inspiration and
the process
bebind ber

creation of these
works of art.

develop. | did, however, have a great many
shades of colors in cotton and size #70 sitk sewing
thread. On a whim, [ decided to try this thread
to study the use of color 1o tapestty and to learn
how to achieve the gradual change from one coler
to another.

[ planned to weave only encugh 1o make a
small tapestry necklace, buc as you can see, my
first neckpiece did not stay very small. It grew and
grew. Each time I worked on it, 1 discovered
something new developing: it was magic befote
my cyes. [ was hooked on fine thread tapestry,
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and this was the birth of my first neckpiece. This
was the only piece I began without a preconcep-
tualized plan, cartoon, or theme, I had barely
started it, however, when [ realized that I must
decide on a theme and a definite shape for ir.
Since I am intetested in astronomy and could see
a relationship between the colors I was using and
the elements in the universe, I portrayed the
colors as they appear on a spectroscope. To me,
science and religion cannot be separated — for in
the end they are one in the same — so 1 added reli-
glous symbols to the theme and enditled the
piece, “The Colors of God's Cosmos.”

Everyone enjoyed my first neckpiece and 1
was encouraged to attempt another, This time 1
selected 2 subject that would appeal to an aud:-
ence of all ages: the circus. This idea developed
into “Under the Big Top.” The piece, shaped to
tesemble a clown’s collar, brought the main
arena events into action, front and center. The
more | thought about the theme, the more 1
wanted to make sure this piece incorporated all
the excitement of the circus, including music to
complete the mood. At this point, I realized that
the design was becoming an expression of my
thoughts and feelings, and in the process of
weaving, each character had come alive.

My third neckpiece, “Oriental Guardians,”
expresses my infatuation with orienral art, parric-
ularly the beautiful embroidery of the Chinese.
This piece, with its traditional Chinese character
border, depicts the otiental belief that dragons

“I Remember You St.
Eouis.” {top)
-

Mrs. Tidwell's daugheer is

shown wearing “1 Remem-

ber You St. Louis.”
{above)
L ]
“The Colors of God's
Cosmaos.” Detail. (far left)

-
“The Colors of God's
Cosmos.” (left)

breathing fire soar through the sky guarding all
life within its world. The enrire neckpiece tries to
capture the mystical aura and complexity of
oriental art.

My most recent piece is a celebration of the
1904 Sr. Louis World's Fair, called “I Remember
You St. Louis,” I researched the evenr with fer-
vor, inspired by my late farher’s remembrances of
the Fair. I wanted the events and excitement of
the Fair woven into fabric. There was so much to
include — the flavor of cultures from around the
world and many original inventions: ice cream
cones, iced tea, hot dogs, and an electrically
lighted building. A visitor could watch the over-
head airship, have a picture raken, or witness the
third summer Olympics. Today, the Fair’s band-
stand and cutdoor aviary cemain rourist attrac-
tions in Forest Park. Many viewers of my neck-
picce tell me that it cransports them back in time
to the World's Fair,

I selected fine thread tapestry for my work
because it allows me to create greater detail on
small tapestries. When heavier weft yarns are
used, small details cannot be woven in a small
atea. The tapestry has to be large enough to
accommodate the heavier yarns, otherwise there
is not enough space for the figures or back-
ground. With finer threads, however, I can
weave a finely detailed tapestty of any size, tiny
ot large. Remember, the size of the yarn has o
fir the tapestry's purpose, the desired amount of
detail, and its overall size.
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Yet, finet threads do have a drawback: sew-
ing thread does not offer texrure. I had to learn
how to create texture in my pieces through color
and extra warp theeads here and there as I wove.
This allowed me to weave one area on top of the
other, Pulling in shightly on the warp threads, I
was also able to allow light to penetrate through
the piece, giving it the sense of texture and iltu-
sion. As I became more cteative in my tech-
niques, I began to break the standard rules of
tapestry weaving. And again, the results were
magical.

i

i

“Oriental Guardians.”

“Under the Big Top.”

r 5
. ’ ¥
- e
i Ll 1 r

O CONSTRUCT these neckpieces,
Elmyra uses a “loom” that is a circular
picce of cardboard measuting 14 or 16
inches in diameter (See Figure 1),
Around the outer edge of the cardboard,
she cuts notches % inch deep and abour 6 to the
irch. When it is later warped, it will give 6 e.p.i.
atthe edge and 12 to 14 e.p.i. at the center ring.
Next, she covers a metal neckring (available in
most craft shops) with sewing thread of any color
to keep the warp threads from slipping on the
ring. Her hand-drawn design is taped securely
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onto the cardboard at the outer edge just in front
of the notches. The neckring is then placed in the
center of the cardboard. The silk ot cotton thread
30/ 3 iscut into convenient working lengths. One
end of each length is secured into one of the edge
notches. The loom is warped by bringing the
thread toward the neckring, under and around
the ring, then back to the cardboard edge, and
around the next notch. This method of warping
is continued all the way around the cardboard.
When she starts to weave, she begins at the neck-
ring and wotks toward the outer edge of the card-
board.

Working with the finished side up, Elmyra
weaves with a regular sewing needle. A lighted
magnifying glass on a stand helps her see the
details, and she uses only her fingernail to pack
the weft.

Since all the unused ends of weft thread
remain on the top side until the piece is removed
from the cardboard, they must be worked
through separately and cut off on the back side,
This operation alone can take ten 1o fourteen
days.

Elmyra tries to complete one piece 2 year—
her last neckpiece took 586 hours to complete,
“bur these hours do not drag — they pass quickly
and are well worth the effort.” Understandably,
these pieces become very much a part of this art-
ist. Also understandably, she does not sell them,
“it would be hard to place a price on @ny weaving
that takes so many hours.”

Elmyra has created het own rules, methods

Figure 1. and techniques for weaving neckpieces. People
WARP THREAD 30/3
NECKRING
1" NOTCHES
CARDBOARD

STRING TC HOLD
NECKRING IN PLACE

often ask her about het inspiration and her advice
to tapestry weavers:

How do you continue to come up with
new ideas?

Ideas come to me from the combination of
encouragement of others, the love of doing this
work, and the inspiration of all life around me.
Your everyday life, past and present, can give
you the inspiration you need to create an idea
that will come alive.

How do you know when you finish a
piece that is really good?

If you accomplish evetything that you planned in
a woven piece and you, yourself, are satisfied
with it, then it is good. No matter how anyone
ctiticizes your finished work, do not take it too
seriously or let it discourage you. Always consider
what they have told you as constructive criticism,
but at the same time, remember they may not be
correct either. Value is what your work means to
you—how others feel is only secondary.

What kind of general pointers can you
give tapestry weavers?

* Remember that each tapestry has two parts:
figure and background. Each is a design in
itself.

Comtral the internal elements of a tapestry:
The size of the figures in relationship to the
background field, their position in reation to
all other figures, and their size in relation 1o the
whole tapestcry.

Control color: Use a color wheel—it will help
you. Allow enough space between color
changes to make them gradual. Considet color
values and their effect on each other.

Expreis the five senses: Tty 1o express as many
of the five senses as possible in your work. Not
only sights but feelings, sounds, tastes, and
smells. All of these can be achieved through
color. Think about it. I'm sure that you have
observed all of these senses in a piece of artwork
but were not conscious of it.

Develop a theme for your tapestry: Write
down ideas and review them later. You may
decide not to use any of them, bur remember,
new ideas can develop from the original inspi-
tation.

* Tatior your mood to the piece; Even though
your work is in a particular style, don't forget
that your mood can greatly affect your work as
well. Being able to work in any style or mood
is a great asset to an areist.
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FASHION TRENDS

by Susan Hick

AM WRITING THIS BEFORE the first snow

flies. It seemns easy to write about Spring

while the leaves are still green and attached

1o their branches. The fashion industty has

just shown its Resort/ Cruise collections. The
industry is loathe o connect this season with any
mention of Early Spring, There is plenty of infor-
mation, howevet, to point cut the trendy direc-
tions.

Popping up as always this time of year are
nautical themes and treatments, from sailboats
on sweaters 1o signal flag colots, middy collats,
and striped inserts in deep V necks. More fun to
focus on arc fabrics,

Surface interest is kept very subtle this sea-
son. Effects come from two kinds of texture: tac-
tile and visual.

The “feel me” fabrics generally rely upon
weave sttuctures to accomplish their purpose.

. Many ate complex and include waffle, pique,
W satin, and matelasse. Color can be used 1o
J heighten the end result. If bouclé and slub yarns
are incorporated, they should be unobtrusive.
F

:f ." The important contrast of shine and matte
] ol appeals to the eye. These elements are put
together either in the same fabric ot in separate

X -;!‘ garments, Shine in fabric is produced by dobby
-y e and jacquatd weaves, the process of calendeting,
3 e ™ o ‘ot by using yarns such as rayon, silk, and poly-

ester.

It would be interesting to play with combin-

P ing the two factors. A silk jacquard plaid was

1,;-}!.‘ shown that resembled a miniature four-block

i = ; oy ovetshot without the incidentals. Seersucker has

; r,t ? possiblities, as do lace blocks and stripes. jaspe

Ayl yarns offer more opportunities for a personal
fashion statement.

Py
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The proliferation of prints may seemn a bit
overwhelming. The florals will eicher be soft and
aity or bold and bright. Ethnic influences come
ftom Egypt, Africa and the Americas. Some fab-
rics are embellished with amusing cartoons while
others are reminiscent of Sixties psychedelia.
Denim is paiterned, and even the textured
wovens are printed. Cabbage roses and paisleys
seem passé. Try fruit, leaves, and fish as single or
repeated designs.

There is no reason for the handweaver to
despair, though. Plaids and stripes are in abun-
dance, and the ethnics are often woven. Ifa print
is to be combined with another pattern, a stripe
is best. A wide stripe can be worn with a narrower
one. Gingham and tablecloth checks, especially
white with yellow or blue, have fresh appeal.
And cross-dyeing can give fabrics a bir of extra
zest.

The fabrics are made into clothes that are
wonderfully simple and well suited for hand-
wovens. Clean lines, easy fit, and some draping
all play a part. American sportswear leads the
pacade.

Big shirts are worn as jackets, open to reveal
little bandeaux, Related to the big shirt is the
kimono jacket with shaped hemline and the
duster. More midriffs are bared thanks to flyaway
cropped tops. Other casual roppers to consider
are ovetsized cardigan and sweasshirt shapes,

camp shirts, woven tanks, and simple square T-
shirt forms.

The popular turtleneck is carried over from
last season. It shows up as a part of the halrer and
the tank, depending on how much shoulder is
revealed. Another rerurning neckline treatment
is the Nehru collar,

Skirts are still either short and slim or long
and flared, as in the circle variety. Fluidly draped
sarongs hang from just below the waist.

There is a pair of pants for everyone. They
range from tight knit leggings to generous cuts.
High water pants are still around, and bell bot-
toms are staging a comeback. Shorts are Ber-
muda length and cut with wide legs.

Long fingertip jackets are worn with short
skirts, The cropped tops are great not only with
shorts but also with long full skirts. Short tent
dresses or tunics slide over leggings.

Spring’s pastels are watercolor pales, very
clear and splendid with each other and with pris-
tine white. The most used are seafoam green,
aqua, light blue, periwinkle, mauve, pink, rose,
and peach.

For those among us who want to get hot, we
can choose from turquoise, jungle green, fuch-
sia, tangerine, and bright yellow.

The ethnic prints suggest brick, burnished
gold, indige, deep wine, and bright red and
green. Wovens with ethnic themes might
employ nontraditional colorations such as the
pastels.

Finally, the shades of the Sixties add two
combinations to note: orange & yellow; pink &
orange,

As I finish, ten inches of snow have fallen.
Time to hibernate and dream of Spring. See you

then!
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- Ribbon
Wetts

Tor Weaver's Jowreal,
¥l & Mo, 4, Spnog, 1583
PR 4745

by Suzy Sewell

BECAME INTERESTED IN in experimenting

with ribbon wefts while designing a number

of jackets with fabric sttips of various types

used as weft. I had some success using rayon

seam binding as weft,) so when an
opportunity to expetiment with some polyester
knirting ribbon came along, I was eager to try it.

The skitt and jacket ensemble was woven on
a cotton and linen warp, with silk wefc. Ribbon
was added 1o the weft for the jacket. The basic
weave is a 2/2 twill with the treadling sequence
alcered for the jacket portion so that the ribbon
floats on the surface of the fabric. [ found it
necessary to use the ribbon along with a some-
what textured yarn to provide some “grip” to
stabilize the slippery ribbon floats. A modified
commercial pattern was used to cut the jacker.
No pattern was necessaty for the skirt: it was
made from three rectangular panels of the skirc
fabric.

Warp: One eight-ounce skein of rosy-pink 16/2
mercerized cotton (“Sade” from Schoolhouse
Yarns) and a variegated cotton/linen mill end in

asimilar weight. s colots range from pastel blue
to green to pink to toast, adding a liveliness to the
finished cloth. Warp lengeh: 7 yards.

Weft: Coe pound (2100 yards) terra cotta “Con-
tessa” sitk from Silk City for skirt and jacket;
Offray Knitting Ribbon, 2% spools (250 yards)
Sable and 1% spools Cinnamon for jacket.
Reed: 12 dent

Setr: 24 e.p.i.

Width in reed: 26%

Skire: Weave 3 yards {or 3 skirt lengths, including
take-up allowance} in 2/2 wwill (tieup #1) with
silk weft, 16-18 p.p.i.

Jacker: Weave 2% yards (amount needed for size
12) using tie-up #2. One shot of ribbon 15 fol-
lowed by two shots of sitk. Sable was used as color
A and Cinnamon for color B in the jacket pic-
tured. The two tie-down shots of silk hold each
shot of ribbon in place.

Fabric finishing: Wash both jacket and skirt
fabric in warm water in the washing machine
without agitation; spin, then line-dry.
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Construction: Jacket was cut from Butterick pat-
tern #6790. The following modifications were
made to make the pattern more suitable for
handwoven cloth:

Badice: Side seam scraightened, all darts
released, % * trimmed from neckline to allow a
stand-up collar.

Collar: A simple band coilar was made from
a 1% 7 strip cut along the selvedge.,

Sleeves: 2 inches were added to the sleeve
cap for a slight puff.

Closures: Loop and buttonhole closutes
were used. (I never put buttonholes in hand-
woven fabric!) Loops wete made from ribbon,
butrons were crocheted with silk.

In cutting the jacket, the sleeve bottoms
and the righr front were placed along the sel-
vedge to take advantage of the little picots that
are formed as the ribbon turns around the sel-
vedge, .

Apply Seam Saver™ along edges or use a
serging machioe immediazely after cutting to
secure cut edges. The jacket can then be con-
structed according to pattern directions. If slip-
pery yarns have been used throughout, you may
wish ro back the ribbon fabric with an iron-on
interfacing before sewing.

The skirt is made from three panels (a front
pacel and two side-back panels) plus a waist-
band. It is pleated in front and back with small
gathers on the sides for ease. Pockets may be put
into the side-front seams, and 2 zipper closing in
back.

Both jacket and skirt are fully lined. I used
a polyester lining called “Hang Loose™ for the
Skire. It is light weight and easy to work with. The
{acket is lined with “Palazzio,” another polyester
ining designed to be used with Ultrasuede. It
has a beautiful drape and some give so it is
equally well-suited 1o handwoven garments.

oth are available at berrer fabric stores.

Ribbon Jacket & Coordinating Skirt

THREADIMG

Model Renée LaCourse i a
dancer with the Ethuic
Dance Theatre of Minne-
apolis, Minneiota.

LeEves

cull ndge Barea n wireoge

RIZRT FRONT

sttmcupy ——+]

JMERET
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Detail of
Shadows




,'Winter Shadows”
dress, slightly warp-
faced plain weave in
silks and cottons. Weft
ts a plied cotton and sil-
ver metallic yarn dyed
grey for an overall
shimmerting effect.
Notice the rust accents
at the hem, edge of
sash and on one sleeve.

piece.

With that in mind, | began to experiment
with a series of sashes in monochromatics and
multicolor blends combined with white resist
areas. [ finally came up with the method which
works well for me. [ use it for a variety of woven
garments, including shawls, blouses, dresses,
jackets and coats.

Sashes and scarves ate a great way to experi-
ment with sett, new color combinations and pat-
terns. They are also nice items to give as gifts, to
sell or even to add to your own accessory collec-

tion.

The yarns used in these sashes are a mixture
of silks and cottons. Wools can be used but they
need more of the dye powders for deep rich color,
as well asa much longer steaming ame (and more
patience in general).

RE YOU TIRED of the winding in-
volved with dyeing yarns and prepar-
ing them for weaving? I certainly was
until I came actoss an article in the
Spring 84 issue of The Weaver's

Journal on steam space dyeing warps using
Cushing dyes. Little did I realize how reading
this article would open up a whole new realm of
color experimentation that would dramatically
affect my work with fabrics.

The perfect guinea pig, a white cotton warp
chain from a small project that never came about,
was hanging in my studio: I was all set to explore
this new area of dye experimentation.

I set to work. I washed the warp, layered it
in the steamer and sprinkled dye directly anto it
as I went along. After steaming the warp chain,
I dipped it into the stcamer water. 1 loved the
splotchy, random ikat-like effects that resulced
after ft was woven into a series of warp faced run-
nets. I wondered how 1 could control this tech-
nique on a warp where the design placement was
important to the overall look of the finished

Random

Warp Dyeing

A spontaneous steam dye process

by Gina D’Ambrosio

FHOTOS BY PAT BARRETTE
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Blue tunic and sash
wrapped as a turban.

Equipment for Dyeing

* A large area for spreading out warp. Floor space
ot a table next to a sink and burners is ideal,

® Lots of newspaper.

& A large piece of plastic, or, in a pinch, big
plastic garbage bags will work. (This is used to
cover the area you will spread out the warp on
for dyeing).

¢ Steamer and racks: A lacge pressure cooker,
water bath canner, or a tamale steamet, Use
any large pot that some sort of rack will fit into.
If you have two racks it is a good idea to use
both so your warp will be well away from the
stearnet watet,

*» Tezkettle for boiling water.

® Facemask, rubber gloves. (Please use a face
mask! [t's amazing how the tiny dye particles
float around in the air).

* Vinegar solution in a spray bottle. 75% whire
vinegar to 25% water,

® Cushing Dyes. A large tray with the packets
arranged the way you like, really like an artist’s
palette.

* Enamel, stainless steel, or large ceramic bowls
large enough 1o hold the part of the watp chain
not being dyed.

¢ Plastic wrap, if you want to tie white resist areas
on your warp chain.

Method

Step 1. Determine the number of sashes
you want to weave on one warp and decide on
your widch, sect, and length, You can use just
one type of corron or silk yarn but ic is more
interesting to try a variety in different weights,
Vary the texture and finish to0o: smooth and
shiny, mercerized or unmercetized, boucles,

""i"" ® ®
WORK SURFACE & MATERIALS @ @

pot with
warp chain

sink burners

plastic —p

beginning

dye applied to warp  —a— newspaper —a W/

figure eight tie
{imosen cies while dyeing)

B Cushing dyes
H‘E‘: % ;
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chenilles, even accents of cotton plied with

metallics.

Step 2. Afier winding your warp and tying
the cross, tie the beginning and end of your warp
tightly with some strong yarn. With a tape mea-
sure, mark the length of each sash and tie the
warp tightly at these points. Make sure you allow
for waste at each end of the warp. Tie some loose
figure-cight ties at random points through the
warp to help keep it from tangling. Srick pieces
of masking tape to your ties and make 2 note on
each one with a ballpoint pen for the beginning,
middle, and end of each sash.

Step 3. Chain your warp if you will not be
dyeing it right away.

Step 4. Unchain your warp and wash iz in
hot water to remove any sizing and to preshrink
the yarns. Rinse and squeeze our excess water.

Step 5. Dyeing:

a. Put newspaper over your sink atea and dye
space, Lay out the plastic where you will
spread out your warp for dyeing, then pur
down a fairly thick layer of newspaper on top
of the plastic. You will need to add more
paper each time you dye a new section of warp
in a new color combination.

b. Fill teakettle and heat. Put about an inch of
water in the steamer with racks and heat. Coil
the unchained warp into your second pot
with the first area to be dyed on top. Take this
end to your dye area and lay our the first sec-
tion to be dyed.

c. By now the teakettle should be boiling, or
close o it. Pour some of the hot warer over the
warp to be dyed. Do not satutate the fiber—
you don't want it sitting in a pool of water.

d. Have your dye packets ready to sprinkle; put
on the facemask and gloves. Pour on more
hot water as needed to make blending colors
easiet,

e. Spray this dye-sprinkled section with the

vinegar solution when finished. Flip over the
lid to the steamer and use this as a tray. Put
the dyed warp section on it and take this and
the pot with your coiled warp to the steamer
and sink area. Put the dyed warp segment
into the steamer and steam for about 20 min-
utes. The undyed portion is left in its pot or
bowl next to the steamner,

When steaming is done, take out the dyed
section and rinse it in the sink until water runs
clear and squeeze out the excess.

. Repear the five steps until all of the watp

chain is dyed.

. Hang up the warp to dry outside on a

clothesline, ot wherever it is convenient, (At
one point due to rain I had warps draped over
the loft in our house —a great way to enjoy all
the wonderful colors!)

Detail of “Iris” silkc
shawl. Plain weave, The
warp is puiled in places
before beaming to shift

colors even more.

Detail of “Journey to
Kithai” shawl: M's &
O's weave in silks with
some cottons. Notice
how the pattern disap-
pears and then reap-
pears in different color
sections. (left)
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Detail of *Autumn
Sky” dress or tunic in
silk and cottons. This

dress was woven on the

same warp as the “Win-

ter Shadows” dress.

Notes

¢ Newspaper plays an important role in this
process by absorbing excess water and dye. 1
have tried dyeing this way in the bathtub with-
out newspapet and found the colors blended
and ran too much, and 2 lot of dye went down
the drain!

® Smooth tussah silk yarns and some chenilles
shraok more than other yarns in the warps, so
that when I wound the warp onto the loom

they were six inches shorter than the rest of the
warp varns. This causes these yarns to shift
more. [ like the shifring effect in some projects,
but it is something to be aware of in planning
yout design. If you do use a variety of yarns in
your watp, it s a good idea to test yarns you are
not sure about for shrinkage differences.

The stearner water can cause problems: It gave
me some ugly surptises hefore 1 figured out
what to do about it. Asthe steamer water evap-
orates, excess dye liquids from the dyed warp
drip into the water and become more and more
concentrated. This starts to bubble like a caul-
dron brew and will bubble right up through
the racks and blotch your warp with datk
muddy or black ateas. Changing the water
after dyeing a few segments, using two racks so
that the warp sits up higher in the steamer,
plus keeping a watchful eve will help prevent
these ugly blotches.

If you want lazge white areas in a design, plastic
wrap can be used to tie off large areas of resist.
It is best to wrap all your white areas before you
begin dyeing, since those tiny specks of dye
powder always seem to find their way to areas
of the warp where you did not want them. Cel-
lophane ikat tape can also be used for more
traditional looking ikat effects.

If you wish, you can dye your whole warp
before steaming instead of doing it a section at
a time, Put a section of newspaper between
cach section that you dye and pile it all into a
pot ot bowl as you go, then take the whole
thing over to the steamner and eithec steam one
section at a time or steam it all at once. The
only drawbacks with this are that your colors
may spot on the different dyed sections. If you
wete doing all monochromatic colors, or all
light or all datk on the same warp it really
would not macter so much.

Dye two or three watps at once to save time —
while one is steaming you are painting on
another one in a continuous rotation, This
creates a flow that works well for me, but the
pace can be a little frenzied. (Not everyone
enjoys being in hypet-drive like me when
working with color!)

This process may seern complicated and time

consuming, but compared to painting the warp
ditectly on the loom or wsing traditional ikat
methods, it actually involves much less time
while still producing very similar and satisfying
results.

ORDER ALL YOUR WEAVING, SPINNING, DYEING BOOKS

KATHERINE RAMUS

AT DISCOUNT

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

10% discount on any t).5. books

No lists of bocks available—request the titles that interest you
Please send SASE wtth your inquiry.

2100 E. EASTMAN AVE.,

ENGLEWOQOOD,CO 80110




Color Theory for Handweavers

Part II: Visual Mix

by Pat Boutin Wald

The first article in this series imtroduced the vocabulary of color theory.' It
described the three qualities of color (hue, value and intensity) and color rela-
tionships as lustrated by color wheels and color solids. This article will begin to

integrate color theory with specific textile techniques.

T IS NOT EASY to get theoty to match up

with experience: even when discussing the

same topic, theory and experience do not

necessarily speak the same language. The

translation of theory into a visual object
fequires creativity, so each person’s solution to
this problem will be unique. Someone writing
from a more scholarly point of view might sug-
gest that you not begin experimenting with a
theory until you have undetstood it thoroughly.
As a fellow artist, I invite you to jump right in.
An important part of the learning process is mak-
ing mistakes, and some mistakes can even lead to
masterpieces,

With this in mind, let’s walk about visual
color mixing. When the theory of visual mix was
first introduced to the art world, it was not
entirely accurare from a practical point of view,
yet it inspired the impressionist movement and
arevolution in the artist’s use of color. The visual
mix theory was introduced by M. C. Chevreul
who developed this theory while working with
textiles.

Visual Color Mixing

In 1839, M. C. Chevreul who was then Director
of Dyes for the Gobelins Tapestry Works, pub-

tished a book called The Principles of Harmony
and Contrast of Colors. In one of his theories con-
cerning color, he described an effect which he
called optical mix. Chevreul had observed ar
ttmes that fine threads of different colors woven
together in a tapestry would be blended by the
eye and form a single new color, Chevreul theo-
rized that the colored light reflected from the
individual threads had been mixed by the eye.

He concluded that optical mix was the mixing of

light and therefore followed the rules of additive
(light) mixing.

When colored pigments or dyes are mixed,
each color added absotbs or subtracts colored
light. This type of color mixing is called subtrac-
s#ve and is the most famitiar kind of color mixing.
This is the way color behaves in the dyepor.
When you add colors to a subtractive mix, the
results get increasingly darket. When zll three
primaties {yellow, red and blue) are present, zll
light is absorbed and the result is black.

The mixing of colored light works in just the
opposite way. The more colored light thart is
added, the lighter the resulring color becomes.
When all three additive primaries (red-orange,
green and blue-violet) of light are shown on one
spot, they combine to form white light. Additive
color mixmg is full of contradictions to the

It 1s inevitable
that anyone
who works

with color in
textiles will
become
involved with
visual mix.

1. “Color Theory for Hand.
weavers. Part 1 The Basics” by
Pat Boutin Waid. Tée Weavers
Jowrmad, Vol 10, No. 2, Fall
1983,

ORANGE-
RED

Additive Color Mixing

YELLOW

Subtractive Color Mixing

Yisual Color Mixing

WINTER 1986 O 47




normal (subtractive) way we think about color
mixing. It is hard to imagine that red-orange and
green combine to form yellow, but that is what
happens in additive mixing.

As weavers and painters experimented with
Chevreul's theoty of optical mix, it became
appatent that it did not conform to the rules of
additive mixing. Theorists who followed Chev-
reul's pioneering work found that optical mix
showed charactetistics of both additve and sub-
tractive mixing. Optical mix was apparently a
separare phenomenon that required its own
name. In fact, it was given several names: mosaic
mix, partitive mix, pointillism, medial mix, vis-
ual mix. Fot this study I will use the term visaa/
mix.

There are four primary colors in visual mix.
They are yellow, red, blue and green. When dots
of these colors are blended by the eye they form
medium grey, half-way between the white
resulting from additive mixtute and the black
resulting from subtractive mixrure.

Mother Nature
rarely uses
latge ateas of a
single color.

Visual Mix
f Applied to Textiles

: = %FL Traditionally, visual mix has been associated
:#T—'rr” Tt

with impressionist painters. Imagine Seurat, the
Figure 2, 50750 weave,

famous pointillist patnter, applying dot afier dot
of paint to a canvas in order to achieve this effect.

Now imagine a weaver who with one throw of the
shuttle can create hundreds of small dots of color,
The eftect that is so difficule to achieve in most
media marterializes easily in many textile tech-
niques.

The fine dots of color that create visual mix
occur in
* 3 balanced weave, when the warp and weft are

different colors;

® the mixing of colored yarns in a rya weave;

* weaving, knitting or crocheting with multiple
strands of coloted yarns;

* heatheted yarns composed of multicolored
fibers;

® felt made from heathered fleece;

® handmade paper from blends of different
coleted pulps;

* in tapestries when colored threads ate thrown
alternately to achieve fine lines of color.

Fiber artist Helena Hernmarck uses clusters of
many fine, coloted threads as the weft in her large
tapestries. A tosepath weave allows these threads
to float on the surface. The resulting dots of colot
create the life-like images in her tapestries and
reflect the relationship between technique, color
and the photogtaphic images that she draws on
for inspiration.

It is inevitable chac anyone who works with
color in textiles will become involved with visual
mix. Let us look at some of the factots involved
in creating this effect successfully.

COLORS ON DISC

BLENDED BY SPINNING

Determining the Results of
Visual Mixing

A quick way to determine the results of visually mixing
¢olors is to spin them on a top. To de this, glue colored
paper or paint the colors on a cardboard disc. Put a dowel
or pencil through the disc and spin it (above}. As you look
at the spinning disc, the colors will be thoroughly blended
by your eye.

To experiment with different proportions of color in
the mix, cut out two discs, one of each color to be
combined. Punch a hole in the center and cut a slot
through the radius to the center hole of each disk. Slip
both discs, one on top of the other, onto the dowel. Slide
slot B into slot A and rotate the dises to adjust the
proportions of color showing.

48 O THE WEAVER'S JOURNAL




= P b Sdu W s =y O

Creating Visual Mix

When dyes, pigments ot colozed lights ate com-
bined, they always mix and form a new color. All
colored dots, however, are not automatically
blended by the eye. Certain conditions must
exist 1o create visual mix. These condirions were
described very accurately by Chevreul. The most
important factors controtling visual mixing are:

® the size of the dots or lines;
* the distance from which they are viewed;

* how similar the colors to be blended are in
value, hue and intensity,

Visual mixing will occur most effectively the
smaller the size of the colored dots, the greater
the distance from which they are viewed, and the
more similar the colors are in value, hue and
intensiry,

Value is the color quality that has the great-
est effect on visual mix. Colors blend when they
have uniform value. If you are combining two
hues of different values, you can adjust their
values by selecting tints or shades of that hue.
(Figure 3} For example, if you want to combine
yellow and red, you must first observe that yeliow
is lighter in value than red. Therefore, you will
need to lighten the red (use a pink tint) oz darken
the yellow (use a shade of yellow such as tobacco
or gold).

Colors also mix more easily if they are simi-
lar in hue. Chevreul describes this as pairgof
colors that are “inclined” toward each other. If
you wish to mix blue and yellow, it helps 1o
choose a blue-green and a yellow-green,

Why Use Visual Mix?

The impressionists turned to visual mixing in an
attempt to represent the additive world of light
using the subtractive system of mixing pigment.
Visual mixing of analogous hues resulted in

Bergad Yarns Color System

If you want to experiment with hue, value and intensity, but feel that
you would like some collaboration on identifying degrees of these
properties, consider the Bergd yarn color system.

Bergd uses a system for categorizing yarns by hue, value and
intensity. {They use the corresponding terms shade, brightness and
intensity.} Each yarn is identified by a four digit number. The first
two digits denote the celor's hue, the third digit the value and the
fourth digit the intensity. For example, a yarn that isnumbered 2159
represents a slightly reddish blue hue of medium value and very intense
coloration,

INTEMSITY
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HUE. Take alock at the ¢olor wheel 105 dwided into
40 seelars Yeliow isac 10, redac 20, blue at 33, green
at 40, Y au weuld find an orange between pallow andrad,
a purple berween red and blur Each hue has s awn
twordigit nurmber

WALLUIE, The value of the yarn s numbered fram | ta
9, ¢ being the darkest and #9 the ghoas
INTENSITY. The scale sha runs from | 1o 9

tused one of the Berga yarns, Filtgarn, to design the knitted Fair
Isle swatches shown in this article. The numbering system proved
very useful in selecting the yarns. Just studying the sample cards is
instructive. Although you may not agree with every color description
(each person perceives color differently and should feel free to rely
on his or her own sense of color) this color system provides a firm
base from which you can improvise.

Berga hasan extensive range of colors (| 28in the Filtgarn alone),
apleasant change from the limited color range available in many yarns,
Our sample cards were provided by The Wool Gallery, 459 High
S.E., Salem, Oregon 97301, A sample set of ten cards is available
from The Wool Gallery for $15.00 ppd.
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Figure 4. The hues in the
pattern and ground are the
same in this swatch. It is
the contrast of value that
makes the pattern stand
out.

Figurz 5. The pattern and
ground in this swatch are
very different in hue. They
are, however, similar in
value causing them to
blend together. This rype
of colot combinacion is
very fashionable this year.

2. See “Heathered Yarns™ by
Karen Scarle (The Weavers
Journal, Yal. 9, Ne. 2. Fall
1984} and “Knitting with Hand-
spun” by Marcie Archer O'Con-
nor {(Kmitsers, Yol 2, No. 1. Fall
1985).

colors of increased brightness—the luminous
colors that we associate with pointillism,

[ began to use visual mix in my wotk with
felt because I found the resulting colors more
interesting. When viewed from different dis-
rances, the colors have different appearances. If
I blend fibets of two complementary colors that
are similar in value, they appear in striking con-
trast to each other when viewed up close. From
a distance, however, they blend and appear
almost a neuatral grey. I find this 2 more “natural”
use of color. Mother Nature rarely uses large arcas
of a single colot. Most colors you see in the natu-
ral world are composites of many small bits of
color.

There are some other very practical reasons
for using visual mix, By using multiple colored
threads in the warp and weft, you can greatly
extend the range of fabric colors that can be pro-
duced on a single warp.

On ¢he loom, I use visual mix to blend
colored stripes. If I want to warp a red stripe next
to a purple stripe, where the two colors meet I
warp a small area of 2 red, 1 purple, then 1 red,
1 purple, and then 2 purple, 1red. Instead of dis-
tinct bands, the two colors blend and appear to
flow into each other.

Visual mix creates the illusion of many
colors by combining a few colors. Marcie Archer
(’Connor dyes rwelve basic colors of fleece,
which she cards together in different proportions
to produce 340 different colored yarns chosen
from an infinite number of possible combina-
tions.”

Color Patterns

So far we have been using the theory of visual mix
to create color blending. There will be times
when a visual effect requires colors that do not
blend. This is true for weavers in an infinite
variety of 2-color partern weaves, and for knitters
in color patterns such as Fair Isle designs. In many
Fair Iste patterns, and in woven patterns such as
bound weaves, one faces the challenge of trying
to maintain a pattern on a background that keeps
changing colot. One simply has to remember
thar a pattern color will stand out (colors will not
blend) if there is a contrast in value with the
background color,

The pattern as a whole will remain most dis-
tinct if the amount of value contrast berween
background and partern color is kept as constant
as possibie throughout the pattern. To be spe-
cific: on a medium background, use an extremely
light, or dark, pattern color. On a light or dark
background, use a medium value pattern color.
If too grear a contrast is used, such as a very light
pattetn on a dark ground, the pattern will appear
to leap off the background. (Figure 4)

If the colors of the background and pattern
are too similar in value, the pattern will disap-
pear. {Figure 5) If your pattern does disappear,
this does not mean you cannot use those hues, it
means that you have to adjust their value levels
to be more distinct. A medium value red, for
example, may need to be a lighter pink, or a
darker shade of maroon.

You might want to practice with neuctal
greys ot browns to find out how great a value
diffetence you will need between the pattern and
the background. The amount of contrast re-
quited can vary with different patterns and yarn
sizes. Finer yarns and patterns with fine lines or
small dots require grearer value contrasts.

Color Blending

On the Loom
A Workshop by Irma Robinson

When Irma Robinson started weaving in the
1930s, most weavers were self-taught. Color
books and classes wete designed for paintets and
Irma knew from expeticnce that color mixing of
threads was different than mixing paint, Then
[rma met Jane Givan Johnson, an art teacher at
the Cornish Institute in Seattle, “She's the first
one who ever told us anything about how to use
color,” Irma said. And what she told them was
about the mixng of colored light. Irma still
speaks with excitement about that discovery, “It's
the rainbow and our eyes are tuned to that rain-
bow.”

Irrma continued to experiment with color
mixing on the loom. She constructed her own
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Color
Wheel

Irma TELLOWY
Robinson's .

GREEM
RED

CYAN

BLUE-VIOLET

color wheel made from yarns and based on the
primaries of light. In the "60s, Irma began teach-
ing workshops to share what she had learned. Her
teaching career lasted more chan rwenty years
and included eighty workshops actass the United
States, New Zealand and Australia.

For het wotkshop, Irma warped six looms,
one loom in each of the primaries (red, blue-
violet, green) and secondaries (yellow, magenta,
turquoise), based on the additive color wheel.
The warps were not simply ted or yellow, how-
ever. For each thread of the main calot, Irma
added one thread of each of the two hues adja-
cent 1o it on the color wheel, For example, the
magenta warp was composed of one thread of
magenta and one thread each of red-magenta
and violet-magenta. Similar values of the three
hues were selected.

Students tock turns weaving on each of the
looms. For wefts, [rma again referred students to
the colot wheel. They selected colors within three
steps on cither side of the warp hue. For the
exarmnple shown on a2 magenta warp, the weaver
has chosen weft colots ranging from blue-violet
1o red.

For hues of the warp and weft to be blended
by the eye, they must be similar in value, A great
deal of time in the workshop was spent around
the yarn table looking for just the right value of
a hue. In the fabric samples shown, the weaver
wove on 2 magenta warp with a blue-violet weft.
Since blue-violer tends 8 be darker than
magenta, a tint of blue-violet was chosen,

Each warp presents the weaver with a
unique problem. Irma says that the most difhcule
warp for students was the yellow warp. When
they wove with red on a yellow watp, they had to
choose a very light value of red. "Everyone was
always surprised at how nicely pink blends with
yellow.”

From her years of teaching, Irma’s advice for
selecting colors to mix visually on the loom is:
“temnember, value is more imporiant than hue in

blending.”

WEFT

e ——

blue-violet

T T
wialet

violet-magenta

magenta

o

Magenta warp
comprised of one
thread magenta and
one thread of each of
the two adjacent colors
{red-magenta and
blue-magenta) of
similar value.
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Wefts woven on
magenta warp are hues
which lay within three
steps to either side of
magenta on the color
wheel. A value level of
each hue similar to the
warp Is selected.

4]
o

Frgure 8. ltma Robinson
{left) and student looking
for the aght value of a hue
at Irma's workshop at the
Northwase Weaver's Con-
fetence in Bozeman, Maon-
tana.
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2,4&6plyin 8 earfhy\

natural wool colors.

natural white wool in
various weights and plies.

3 & 4 ply wooly Berber
yarns in & rustic colors,

sturdy 3 ply wool
in 16 subtle shades.

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

the Heavyweight-
a bulky wool yarn
in ¢ bold colors.

soft, pure wool clothing
yarn in 8 undyed natural
shades & 18 muled colors.

tﬁ all wool novelty yarns

in 12 colors fo coordinate
with our fine 2 ply and
soft clothing yarns. - |

NEW!

@ carded waal in 5
natural and 9 dyed
colors.

Send $4.00 for Somple Cards
Dealer Inquities Invited

/ILDE

Custom Spun by

John Wilde & Brother, Inc.

3705 Main Street, Dept. W
Philadslphia, PA 19127

Interweave Press

We publish books
about the crafi

we love.

Send for your free color catalog:

- Interweave Press Dept. §
1 306 N. Washington Avenue
Loveland, Colorado 80537

Finishes 1n the
Ethnic Tradition

Suzanne Baizerman & Karen Searle

An inspiring and practical manual of use-
ful finishing techniques that are the mark
of good craftsmanship in ethnic cextiles.
Stitched and knotted edgings, braids for
fringes and trims, decorative joining
stitches and yarn embellishments are described and illustrated with easy-to-
follow diagrams.

$2 pages, paperbound, 150 line drawings, 35 photos. §7.50 plus $1.30 postage and handling.

Dos Tejedoras, 3036 N. Snelling Ave., St. Paul, MN 55113 {612) 646-7445.

FINISHES ththe

FTHNIC TRAIHTION

A Tradition in Spinning Since 1say
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SHOPPING
BAGS

Low quantities. All types of paper
£ and plastic bags with or without
your ad imprinted. Quick de-
livery. Send $3 for samples.

WEAVING SUPPLIES

WARP Y ARNS & FILLERS

CABLE CORD IN COLORS

MACRAME JUTE N

SAMPLES 1.50

E. F. SHAW & COMPANY, Weerars
INC. et
SUCCESSOR TO:
TINKLER & CO. INC.
— T
PO, Box 17 MMFG, CQ;NC.

) 204 ID 2040 APPLING
Norristown, PA 1940 EA CHAMBLEE G‘?Js"
[
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Vestment Variations

A weaver from The Netherlands creates garments for the ecclesiastical calendar

by Netty Jansen

wo years ago, friends of mine, a clergy-
mian and his wife, asked me of 1 would
weave d highr-weight, deserm-sand colored
vestment. Stimulated by amicles abour
ecclesiastical weavings in The Weaver]
JOBFRL, my answer was an enthusiastc ves, |
thought it an exciting and challenging order
After studying caralogues of firms that make
primanly Roman Catholic vestments, visiting 2
convent where the puns weave beauriful silk ves:-
ments, and consulting other clergymen, it be-
came clear that we could choose our own style
Since my fnend 5 a Calvinistic dergyman, we
decided o make the vestments in a1 delicare and
sample design
For the gown we chose 2442 wopmed woal,
thewefra lighter shade than the warp, and 2 var.
iatiom of the rosepath threading on 4 shafts, 1o be
readbed as straight 2/ 2 twill. For theee of the fous
stoles which would go with the gown, | used 28/2
mefcenized cotton, again wich the weft a lighter
shade than the Warp
l am fascinated by damask weaving and
wanted o wse chis technique for the three colored
stoles, bur [ do nor have 2 damask loom, 1 e
called reading an arzicle I',:-!,' Elveana Merric abous
i:lil: k-ﬂp damask weave. Larer on 1 alsa fou nd an
article by Abeltje v.d. Wal on the same subject
and | used her vechnique on 5 shafts for the col-
ored stoles
The white stole gave me some problems.
How could | make white contrast with the sand
calor of the gown? [ experimented with shadow
weave, using thick-and-thin varn instead of rwo
shades of the same color, which gave an interest-
ing texture, | decided o weave this stole of silk
g0 that the luster and the relief wogether would
make the stole contrast with the gown.
The clergyman and his wife warched the
project grow as | worked with grear excitemnent
By observing the proces they were able to see

Fignre |
Green sole.
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Figure 4a.
Threading and rreadling
instructions for gown.

Fgure 45,
Treadling instructions for
border design used on
gown sleeves,

Figare 3.
Details of gown.

OV e
i
| X

X

repeat

X o’

repeat Sx

22 picks of weft yarn
{1 thread)

143 picks of weft and
warg yarn (2 threads)

I
4
v

that weaving is a creative but laborious activity
rather than a simple way of making things. Now
the vestments are of more value to the owner
than if he had chosen the gown and the stoles
feom a catalogue. I am glad to say that my friends
are very happy with the results, and they were
even willing to display the vestments at the an-
nual meeting of the Dutch Weavers Federation.

Gown

Warp: 1.1 kg (2.42 Ibs.) 24/2 worsted wool,
12,000 m/kg {6000 yds/lb), beige colored,
Weft: 1 kg (2% 1b), same as the warp, but a
lighter shade.

Length: 6.20 m (6% yds) including .60 m
(% yd) of waste

Width: 1.60 m (64")

Sett: 12 e.p.cm (30 e.p.1.)

Reed: 60/10 (15 cm), 1.e. 2 ends per dent and
both selvedges 2x 3 e.p.d.

Threading: See Figure 4a. There are a total of
1920 warp ends,

Weaving: Start with the sleeves. Weave 20 ¢m
(8") of 2/2 wwill, then 15 cm (6") of pattern
weave (Figure 4b}. Then weave the rest of the

fabric in 272 owill. L use a temple to maintain the
width.

Finishing: When taken from the loom, the fabric
measured 1.53%5.55 m (61" x 6% yds). As it
was too large for my washing machine, 1 had it
steamed and pressed at a dry cleaner. After pro-
cessing it measured 1.50 X 5.40 m {60” x 6 yds).
The gown was sewn by a professional tailor.

5-Shaft Satin
Pick-Up Damask

This is the technique I used for the three colored
stoles. It enables the weaver 10 weave damask
patterns without using a draw loom. Although
this method of weaviﬁg 1s extremely laborious,
the results are very satisfying, especially when
fine yarn is used. I think it is difficult to weave a
wide variety of complicated patterns this way,
but the technique wotks well for simple patterns
like the three designs I used for the stoles. Sam-
ple it out first using strong and not toe chin yarn,
such as 8/2 cotton.

For your convenience I will summarize
briefly the technique of $-shaft pick-up damask,
described by Abeltje v.d. Wal.

For a 5-shaft satin warp faced damask one
needs the weave draft shown in figure 7. For a
weft faced fabric, use the draft shown in figure 8.
For pick-up damask weaving combine both tie-
ups (figure 9); ten treadles are required. [ have
modified the tie-up as in figure 10 for ease in
weaving. First, make a profile draft of your de-
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TREFEER
]
I

) Figure §.
Profile draft for red stole,

Figure 6.
Red stole,

X
X

Figure 7.

— kA om

Fignire 8,
5-shaft weft-faced satin,

sign. Each block of the profile drafi represenis 3

ends and 5 pil.’k!.

1. Treadle 6: The ends of shafi 2 ane up, and
those of shafts 1, 3. 4, 5. Pura panemn-soick
from wnder the waep over the ends in the shed
where the panern is 10 go. Then change w0
treadle 1, Mow the ends of shafts 2, 3.4, 5 are
up, except where they are under che patcern-
stick, Here enly the ends of shaft 2 are up
Throw the wett-pick, ke the stck awav,
treadle 7 and bear.

2. Treadle 7: The ends of shaft 5 are up, and
those of shafts 1, 2, 3. 4 are down. Put the par-
tern-stick from under the warp over the ends
i the shed where the parcern has o ger, i.e
over 1, 2, 3,4, Then change o treadle 2. Here
the ends of shafis 1, 2, 3. 3 are up, Excep
whete they are under the patern-stick. Here
oy the ends of shaft § are yp. Throw the

Figure 9,
Combined tie-up for pick-
up damask,

Figare 10.
Modified we-up for pick-
up damask,
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pick, take the stick away, treadle #8, and beat.

3. Treadle 8: The ends of shaft 3 are up, and
those of shafts 1, 2, 4, 5 are down. Put the pat-
tern-stick from under the watp over the ends
in the shed where the pattern has to get, i..
over 1, 2, 4, 5. Then change 1o treadle 3. The
ends of shafts 1, 3, 4, 5 are up except where
they are under the pattern-stick. Here only the
ends of shaft 3 are up. Throw the pick, take
the stick away, treadle ¢ and beat.

4. Treadle 9: The ends of shaft 1 are up, and
those of shafts 2, 3, 4, 5 ate down. Put the
pattern-stick from under the warp over the
ends in the shed where the pattern has ro ger,
i.e. over 2, 3, 4, 5. Then change to treadle 4.
The ends of shafts 1, 2, 3, 4 ate up, except
where they are under the pattern stick. Here
only the ends of shaft 1 are up. Throw the
pick, take the stick away, treadle 10, and beat.

5. Treadle 10: The ends of shaft 4 are up, and
those of shafis 1, 2, 3, 5 are down. Pur the
pattern-stick from under the warp over the
ends in the shed where the pattern has to get,
i.e.over 1, 2, 3, 5. Then change to treadle 5.
Here the endsof shafts 1, 2, 4, 5 are up, except
where they ate under the pattern stick. Here
only the ends of shaft 4 are up. Throw the
pick, take the stick away, treadle 6, and beat.

Figure 11, Repear this 5-pick-sequence for each row of
Profile deaft for purple the profile draft.
stale. Here is a summary of the weaving sequence:
i, | ' Treadle 6, pick-up, treadle 1, throw the pick,
: and beat.
Treadle 7, pick-up, treadle 2, throw the pick,
and beat.
Treadle 8, pick-up, treadle 3, throw the pick,
and beat.
Treadle 9, pick-up, treadle 4, throw the pick,
and bear.
Figure 12, Treadle 10, pick-up, treadle 5, throw the pick,
Purple stole. and beat.
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Three Colored
Stoles

Warp: 130 g (% Ib) mercerized cotton, 17,500
m/kg (8670 yds/lb), dark green, dark red and
dark putple.

Weft: 100g, same as the warp, but a lighter
shade.

Length: 2.50 m (2% yds) including .60 m (24")
of waste,

Width: .40 m (16")

Sett: 24 e.p.cm (60 e.p.i.}

Threading: Straight draw on 5 shafts. In the
center, 2 ends of the lighter weft yarn are added

1o matk the line where the fabric is to be cut latet
on (see Figure 13). There are a toral of 962 ends.

center

Xx x X
X XX XX
X
repeat TEQpeAL — =

Figunre 13.

— k) A

Tie-up: Use the ve-up shown in Figure 10.

Reed: 80/10, i.e. 3 e.p.d. (both selvedges 2 x 4
e.p.d. and in the center 1 x4 e.p.d.)

Weaving: First 2 picks 1/4 = treadle 6 and 7,
followed by 13 picks 4/1 = starting with treadle
3, etc.

When taken from the loom, the fabric
measured .37 1.90 m. (14% x 83"). Buy lin-
ing fabrics of a coordinated hue.

5-shaft satin weave, warp-faced
The profile drafis are shown in figures 2, 5 and
11. Figures 15, 16 and 17 show the dimensions
of the fabrics. The two patterns of one stole are
woven in mirror image. To mark the blocks of the
next row of the pattern, put pins with colored
heads in the newly woven fabric. Use a temple.
Notze: The ground in each stole is warp-faced, the
patterns are wefi-faced except fot the little crosses
and rounds in the transverse lines at the bottom
of the purple stole. ‘The transverse lines are par-
tially 1/4 and 4/1 satin weave and partially pick-
up technique, Only the pattern of the transverse
lines of the red stoic 1s 174 and 4/ 1 satin, but here
the figures represent the number of picks rather
than the number of blocks.

Figure 14.
Shadow weave stole,

White Shadow
Weave Stole

Warp:  Chappe-silk 20,000 m/kg (10,000
yds/Ib) and Chappe-sitk 4,000 m/kg (2000
yds/Ib), 150 g (% lb) alternately used.
Length: 2.50 m (109 ") including .50 m{22") of
was(c.

Weft: 150 g (¥ |b)same as the warp, used alter-
nately.

Widch: .41 m (16.4")

Sett: 8 e.p.em (20 e.p.i.).

Threading: Use the draft shown in Figure 19.
Here I prefer to mark the thick and thin ends. In
the center ] added thick end on shaft 7. There are
a total of 329 ends. Figure 20 gives a schematic
diagram of the threading, showing selvedge
edges and A-B repeats and placement of extra
thread.

Tie-up: See Figure 19.

Reed: 80/10, f.e. 1 e.p.d. and both selvedges
ix2e.pd.

Weaving: Treadle as drawn in, except the extra
center end. $4zp one pick at the turning point A
2x B 10 B 2x A and vice versa, to avoid two thin
or two thick picks in succession. Bear carefully
and use a temple.

When taken from the loom the fabric mea-
sured .37x2m (14%" x80"). After careful
washing, using a special detetgent suitable for
silk, the sizes were .35 X 1.94 m (14" x77%").
The extra thread in the center is pulled ouc of the

40 cm 14
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Figure 15,
Fabrc dimensions for all
three stoles.
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fabric. Machine zigzag along this line with silk
thread and cut the fabric lengthwise between che
zigzags. | purchased 2 pure silk lining for chis
stole.

Construction of
the Stoles

and along rhe lines II. Machine-stitch the two
pieces, tight sides together, along line II. This is
the back seam. Cut wwo interfacing pieces,
1.80 m {72’ in length and 14 ¢m (5'%”}) in
width. Cut along the line I1.

Cut two lining pieces, 6 mm (% ) narrowet

two layers. Attach a finger-crocheted cord of

20 cm (8"} to the stole parts. This cord, if cro-

cheted from the yamns used in the gown, will

hardly be visible at the back of the collar.
With the purple stole the warp ends are cut

to provide 2 fringe for the ends of the siole.
Steam press carefully.

Figure 16.
Detail showing shadow
weave stole cut in half. Machine zigzag along the center line I and the Referencesl o
linesII. Cut between the two zigzags lcngthwisc Barrett, Clotilde. “Let's Pull Together,” in The Weavers

Journal, VIII, No. 1, 29 (Summer 1983): 83,

Barrett, Clotilde, Shadow Weave and Corkscrew Weave.
Boulder: Colorade Fiber Center, 1980.

Frank, May. “Shadow Weave Vest,” in The Weaver's Journal,
VI, No. 3, 31 (W1983-84)81.

Hahn, Roslyn. "Violet Vesument,” in The Weaver's Journal,
VI, No. 3. 31 (W 1983-84): 44.

Lockwood, Diana. “The Ecclesiastical Weavings of Diana

] than the pieces of the woven stole. Lockwood,” in The Weaver's Journal, IV, No. 3, 15 (W
| Figure 17. Machine-stitch along the lines I, fold under 1980): 18. L _
Mutere¢|i1 ;(l)m of stole and press the seam allowances. Malloy, l?;m‘ OSB. “The Eucharistic Yestments, in The Wea-
alves. Puc th | he tabl ith the righ ver's fowrnal, ¥1, No. 1, 21{Summer 1981} 37.
. uct estocon_t cta ‘e tOp_Wlt L ‘?ng,t Merrir, Elveana. “Four Hatness Damask- A Pick-up
side down. Place the interfacing pieces on it, Pin Weave,” in The Weaver's journal, ¥, No. 1, 17 {Spring
o the seam allowances of the stole over the intet- 1980): 20.
-~ R . . " 1 1astl , 3
SE——="""""  facingand sew by hand, carefully and with loose ~ Reed. Kthh)l’_‘_ %ﬁa‘;g Ecc |°5'='5l:chﬂ|v15f§}“ &"fl Chas
i stitches, to the interfacing. Then lay the inner uables” in The Weaver’s Journal, V1. No. 1. 21 (Sum-
fgure 18. . . mer 1981): 46,
Placement of interfacing 5“_1': of the hmng_ on the 5':01‘?- Baste and hand-  yyal, Abeltje v.d., “Het Weven Van Vrij Damast,” in Lande-
and Lining. stitch carefully hiding the stitches between the ligk Weefkontakiblad, Issue S9(1982): 10.
x n E xE x _M X X maplmm 78508
x x <% a® x>* m X W X u x am®"® 0083”
x fovatsls]
X ..l xxx.. X A xl.xx>< .ll.. xxxx xxgggo o
X o
Hpgue®® x* M xx ® xE 0 gn x x <% 11 8% 88
A &l
4
W= thia ed ‘ /
shen png ‘
F | thch vt ‘ /
o = chin wels /
Figare 19.
Threading and tteadling
instructions for shadow
weave stale.
Figtire 20.
Schematic diagram of SE | A B.A B.|B AB Al SE
thrcﬁd.ing pattern.

Liilh) orberl .and Frferle
ATRULY EXCELLENT HOME STUDY PROGRAM

STARTING WITH VOLUME ONE THE FOUNDATION SERIES OF ASSIGNMENTS INCLUDING
EQUIPMENT, DESIGNING FIBER, COLOR, DRAFTING £ BUSINESS PLYS ESPECIALLY PLANNED
WRAVIKG PRBSEETS To BUILD YOUR FUNDAMENTAL WEAVING KNOWLEDGE AND SKILLS.

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

WRITE FoR FREE DETAILS INCLUDING AN LINDEX TO

AYoTTES® DEStGNERY,perT WJ, CENTER SANDwicH N.H.03227
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LIGHTWEIGHT CHENILLE JACKET is
an ideal wrap for summer evenings.
Much of the appeal of this kimeno-
shaped jacket lies in its simple lines
and textured surface. The combina-
tien of chenille and petle cotton in a float weave
called Cannelé gives a rich visual and physical
textute to the fabric, as well as enhancing its
drape.

The draft is from a booklet on surface tex-
ture weaves published in 1983 by the Shafters, a
Canadian study group.' The warp can be wound
most casily with a warping paddle using four
strands of petle cotron and one of cotton che-
nille. Since the chenille is very elastic, it should
be kept under slight tension while warping.

Watp: 14 oz. 12/2 petle cotton (available from
Weaver's Way) and 15 oz. “Baby Bear” chenille
(available from Henty's Attic).

Weft: same

Warp length: 6 yatds (includes 16 inches loom
waste)

Sett: in 10 dent teed, 2 ends 12/2 cotton per
dent; 1 end chenille per dent.

Width in reed: 18" (300 ends)

See figure 1 for threading and treadling. Thread
A to B once for the right selvedge. Thread B to
C 29 times, C to D once to balance, and D w0 E
for the left selvedge. Beat lightly during weaving
to squate the pattern.

Finishing: Hemstitch or zig-zag sutch each end
of the fabric and wash it in the washing machine
on gentle cycle using warm water. Spin-dry only
long enough to remove excess moisture. Hang
the fabtic over several supports until almost dry.
Steam lightly. The finished fabric will measure
approximately 14" by 4.5 yards.

Construction: See figure 2 for cutting layour. Ail
seamns are % " unless otherwise specified. With

[
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\
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Cannelé

Create a sumptuous fabric

that drapes beantifully

by Cynthia Broughton

right sides together, sew the center back seam
from the bottom edge for 20 inches. Taper the
seam allowance down to zero over the next two
inches. Back-stitch at the point to reinforce,

Match the shoulder line of the sleeve to the
shoulder line of the body and sew, right sides
together, from seam allowance to lower edge.
Sew the side seams from seam allowance to lower
edge. (higure 3) Finish the raw edges of the sleeve
seams with seam binding. Hem the sleeves and
lower edge with a 12 inch hem. Make a multi-
strand rope belt out of chenille,

(e B
4 O 0oo0
1 o] O
| O O 0000
Jacket in Cannele Weave 0O

W - 112 comon

L= chemlle
Note

1. The Shafters are eight Ontatio weavers who meet four
times a year (o discuss all the aspects of the weave chosen for
that year. Contact person for The Shafters is: Edna Phillips,
204 Ridgewood Rd., Peterborough, Ontatio, Canada K9]
1P3,
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1. My analysis dealt only with
garment shape and form. Colar-
ful motifs and elsborate weaving
techniques, however beautiful,
can often obscure che basic cur of
2 garment. Even in a photo-
graph it is often hard to deree-
mine how 2 parment s con-
scructed. A line drawing depices
2 garment objectively and offers
interesting information from a
social and cultural standpoine.
Foreign influence in clothing de-
sign is cleatly wisible in a linc
drawing. s is information re.
parding the loom type used in
the fabrication of cloth.

2, Mesoamerica can be defined
a5 a culeure area, occupied by a
highly advanced people sharing
similar chatactetistics, before
conquest by Spain, Geographi-
cally the area extends from Mexi-
co to Caosta Rica (Tax, 1952).

othing
Change
Through

Contact

Traditional Guatemalan Dress

by Abby Sue Fisher

il

IGHLAND GUATEMALA is the home of
two distinct cultures:  Spamish and
Indian. A unique array of Indian gar-
ments has resulted from an integration
of the traditional clothing of Guatemala
before the conquest, and Eutopean styles of
clothing. For more than four centuries, the non-
fitted garment styles of the Mayan Indians were
subject to the influences of the railored and firted
European styles. 1t is this European influence in
the development of Mayan dress that is fascinat-
1ng 1o the student of clothing change. Few other
cultural areas can offer such diversiry.

During the time that I spent as a research
affiliate at the Museo Ixchel del Traje Indigena,
{Guatemala's native costume museum) located
it Guarternala city, | was granted permission to
examine, measure and make drawings of 174
garments in the museum’s collection. My pur-
pose was to demonstrate through line drawings
the prevalence of European influences in trads-
tional Highland Guatemalan dress. Accessto the
museum’s extensive collection was invaluable,
allowing a complete study of Highland clothing
construction, ' It would have been difficule to run
from village to village examining garments, and
the chances of seeing a vartety of old and disap-
pearing styles would have been slight. The draw-
ings were made from authentic garments worn in
more than twenty Guatemalan villages, span-
ning a century up to 1980.

The Eutopean elements of garment con-
struction that have been incorporated into High-
land costurne over the last four hundred years
include sleeves, collars, cuffs, pockets and gus-
sets. These appear to be simply attached to the
basic rectilineat shape rerminiscent of pte-contact

dress, as illustrated in the shirt from Nahuala
{fgure 1).

I found that men’s garments ate more sus-
ceptible to change than women'’s clothing in
Guatemnala, primarily because men have more
contact with society outside of their native vil-
lage. A comparison of pre-Columbian male
artite to modern Indian clothing, reveals that few
indigenous traits now remain, whereas a review
of female clothing indicates very little difference
iIn garment construction between pre-contact
and present times, The focus in chis article is on
male attife.

[ have defined traditional clothing as the
established custom of wearing a regional costume
that is prescribed and passed on from generation
to genetation. The term hybrid is used to
describe the mixing of European and Indian
traits that form the modern repertoire of indige-
nous Guatemalan clothing.

Pre-Columbian Dress

Patricia Anawalt, a specialist on Indian clothing
in Mesoamerica,? did extensive research roward
establishing a pan-Mesoamerican costume repet-
toire at the time of Spanish contact.

Anawalt's definition of pan-Mesoamerican
costurne (1976) addressed shared concepts of gar-
ment construction. All Mesoarnetican garments
were rectilinear in construction and produced
from rectangular pieces of cloth, several of which
could be sewn together to create varying widths
and lengths.

All cloth was woven on backstrap looms
which restticted the maximum width of a single
breadth of cloth to that of the weaver's reach.
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Fabric shapes were predetermined for specific
garments. Fabric came off the loom with four sel-
vedges and could be put to use with little or no
sewing. There was no cutting or tailoring of
cloth, Garments wete non-fitted and worn
draped, folded around or tied onto the body.
Only special-putpose garments such as warrior
suits were fitted with body-encasing construc-
tion, Use of these claborate costumes was con-
trolled and restricted to a small petcentage of the
population (Anawalt 1976). The indigenous
populations did not incorporate the practice of
covering the limbs into their daily attire and were
satisfied with just a few garment shapes.

Several men's garments worn in Mesoamer-
ica could be considered everyday apparel, The
function of these garments varied with region
and tribal affiliation.

» The Jorncloth was pechaps the most common
and functional male garment. It was a long
narrow strip of cloth that wrapped around the
waist, passed between the legs and tied in a
knot with the ends hanging down. Although
the garment was always consistent in shape, it
could indicate status dcpcndin; on fiber con-
tent and elaboration of design®

¢ The Aipcloth was a rectangular piece of cloth
that, once folded in half, produced a triangular
shape that was tied around the lower torso of
men. Today in the village of Solol4, located in
the central highlands of Guatemala, men wear
a modillera, a blanket-like rectangular cloth
worn wrapped over the pants and secured with
a cloth belt. The rodillera could easily have
been adapted from the pre-Columbian hip-
cloth (Pancake 1977, Gayton 1976).

The cape, also teferred to as téma, cloak or
manig, was worn throughout Mesoamerica.
The cape came in a variety of sizes, always rec-
tangular in shape with length varying from
waist to ankles depending on status. Some
were back capes, secured in center front by
knotting two corners while others were chest
capes, fastened behind the neck (Anawalt
1980).

The xicolli was a short sleeveless jacket open
down the front which could be secured with
ties. In pre-Columbian Guatemala it was an
itern of secular dress, whereas in the Aztec cul-
ture (Mexico) it was a special-purpose garment.
The xicolli was an exception in everyday artire
in thar it was sewn to form its shape. The cape,
loincloth and hipcloth were all single pieces of
fabric.

European Dress Styles

In contrast 1w the pre-Columbian clothing which
was tudimentary in form but elaborate in decora-
tion, the gatrments worn in Europe were ostenta-
tious, often exaggerating the human figure in
form and fit. Skilled cailors worked together with
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Figure 1.

Old-style man’s shirt from the village of Nahuald made from rectilinear
shapes with the addition of gussets, cuffs and colkar.

FRONT SHORTER
THAN BACK

SAN LUCAS -TOLIMAN

Figure 2.

Old-style pants from San Lucas Toliman, reminiscent of pre-Columbian
dress in that they are fashioned of backstrap-loomed fabric sewn by
hand and lack sophisticated tailoring. Constructed simply from two
fabric breadths with seams at the inner legs and the center and front

back, these pants lack the components which allow them to stay up by

themselves, namely a waistband and a front fly opening. Instead, they
are pulled en and the wuist opening is folded down several times and
securely fastened with a cloth belt. These pants are loose fitting, devoid
of pockets or any details, and depend on a secondary garment (cloth
belt) in otder to stay up.

ILLUSTRATIONS = 1980 ABBY SUE FISHER

WINTER 1986 [ 61




THUARRANEC MO

Fignre 3.

Fitted style of hybrid pants from Chuarrancho incorpotating numerous
European elements and devoid of any pre-Columbian characteristics.
These pants stay up by themselves because of dhe ficred waistband and
frone fly opening. Constructed with both itnner and outer leg seams,
the European components of these pants indude the waftband, button
front closing, slic decorated pockets and machine-stitched decoration
down the outer leg seams. Generally these fitted pant styles are made
of purchased fabric, or of fabric woven on the floor loom. These fitted
styles and the material from which they were made represent receptivity

' to foreign influences.

—

SAN ANDRES SEMETARA T

Figure 4.

Hybrid-style pants from San Andrés Semeteba) illustrating a blend of
both European and indigenous ceaits. The elements ceminiscent of old
style pants include backstrap woven fabric and handsewing of two
fabric breadths, They lack details such as buwons, belr loops, pockets or
cuffs. European influences include all the elements that facilieate
fitting, in this case a tapered waisthand, pleats in fronr and back, and a
tapered pieced gusset. This pair of hybnid-style pants represents an
amalgam of new and old styles and marks the transitional phase
berween fitted and non-heted pants.

weavets and fashion designers to create some of
the most unusual costumes ia history.

Although Spain and Portugal were respon-
sible for discovering the New World, their's was
oot the only influence to penetrate Middle
Ametican culwure. During the sixteenth century
Spain had gained great wealth and power. Dress
styles established in the Iberian peninsuia
influenced all of Europe. The glory did not last
and in the seventeenth century Spain's power
and influence diminished. Costume in Europe
became less nationalistic due to extensive trade,
royal martiages and communication between
countries. One country aftet another dorminated
the fashion scene for 2 time, but similarities sooty
arose which made 1t hard ro separate one coun-
try's styles from another. Thus, we look to Europe
as a whole to accurately identify foreign influ-
ences found in indigenous Guatemalan dress.

Throughout the history of European cloth-
ing, various elements of dress were introduced
which can successfully be traced to Guatemnalan
clothing. Cuffs, collars, sleeves, lapels, gussets,
buttons, pockets, pleats and plackets were all
used lavishly to enhance fashion trends and to
facilitate fitring. Styles ranged to a variety of
extremes. Collars and cuffs grew to huge propot-
tions in the sixteenth century but shrank to
modest size by the eighteenth century. Sleeve
styles evolved from full-topped and baggy to fit-
ting so tightly that small burtons wete necessary
at the cuffs. Lapels also grew and shrank in pro-
portion according to fashion modes, Pocket styles
varied from patch, welted and slit pockets to
curved, flapped pockets with decorative buttons.
Gussets were introduced to relieve stress points in
a garment, usually under the arms of a shirt and
in the crotch of pants.

Clothing Change
Through Contact

The intrusion of Spanish influence in 1524 into
traditional lifestyles of the native Guatemalan
gave rise to a dual social stratification which is still
prevalent in Guatemala today (Reina and Hill,
1978). Virtually all aspects of Indian life were
altered through the domination of foreign ideas.
Religion, lifestyles, political systems and even
traditional dress changed under the influence of
Spanish control.

The introduction by the Spanish of the
treadle loom, wool and the spinning wheel were
all favorable innovacions and greatly increased
the pace of textile production in Guatemala.
Many Indian women found it unnecessary to dis-
card therr native weaving implements, which
petsist in the highlands of Guatemala today.
Men became weavers on the Spanish-introduced
treadle loom and spun fibers on the spinning
wheel. Subsequent to these technological inno-
vations, some traditional garments were pro-
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duced with fabrics from floor looms, and others
from backstrap looms.

Hybrid-Style Clothing

Hybrid-style Guaternalan clothing represents an
amalgam of Spanish and Indian traits. Scable
clements of dress were retained while other ele-
ments were modified through the 1atroduction
and addition of new traits due to foreign influ-
ence (Delgado 1968). The shirt and pant styles
illusttated show this blending of European and
indigenous traits. The garments [ studied fall
into the following categories: |. very fitzed, Euro-
pean-styled clothing; 2. garments chat have
retained several pre-Columbian traits; and
3. garments that display a blend of European
indigenous traits,

Although contempotary, the old style pants
shown in figure 2 with their loose fit and recti-
linear design seem to be a carrvover from pre-
contact clothing and traditions. The pre-Colum-
bian traits are evidence of the retention and
stability of former dress styles. More Eurgpean
style elemeats are seen in hgures 3 and 4.

The hybrid-style Guatemalan shirts are
undeniably influenced by sixteenth-century
Furopean shirt seyles. The xicolli is the only pre-
Columbian garment that resembles a shirt in any
way. With European influence came the concept
of outlining the torso and encasing the limbs,
achieved through compiex tailoring techniques
{Anawalt 1976).

There is an incredible diversity in hybrid
shirc and pant styles wom in villages in close
proximity to one another and within the same
time frame. The shirt and pant styles adopted by
each village, whether they were influenced by
European elements or retained pre-Columbian
traits or both, are an integral part of Guatemalan
dress.

Today there is a tendency among Guate-
malan Indtans who continue to wear a rradirional
folk costume to carty themselves with pride and
self-esteem. Their costume is a cohesive factor in
interpreting theit cultural and local identicy. At
the same time, local costume may iohibit ano-
nymity and therefore hinder economic pursuits
when men are forced to travel and work away
from home. A man may choose to become anen-
ymous by replacing the costume which repre-
sents his local identity with modern clothing rhat
will enable him to blend into rhe mainstream.
He can then feel more comfortable when dealing
with outsiders. Upon teturning to his village he
may retutn to his customary raiment.

As the twentieth century encroaches upon
those cultures that have avoided modernization,
there is increasing pressure to change traditional
dress. Because of a breakdown in social customs
and ancestral belief systems, the older people
have not been able to successfully pass on tradi-
tions. The younger generation exemplifies a mix-
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Figure 5.

Old-style shire from San Antonio Palopd suggestive of pre-concact dress
with its simplistic design. Made of backstrap-woven fubric and
construcied of two fabnic breadths with a neck opening, stratght sleeves
and a small stand-up collar. This shirc is pulled on over the head and.
although elaborately woven, its loose-ficring form Lacks detail.

T

SoLo L..A,

Figaure 6.

The sophisticated design and cut of this European-styled shict from
Sololi differs markedly from the one shown in figure 5. Complex
tailoring techniques are utilized to facilitare fitting: shoulder yoke,

center front placket, darts, underarm gussets, collar, cuffs, pockets and
a front opening with button closure. Most of the European-style hybrid
shirts are made of treadle-loomed fabric, but this shire from Selold was
made of backstrap-woven fabric which was cut and then tailured by
machine sewing. The gussets in this shirt were cut on the bias, allowing
even greater fexibility of movement.
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SoLOLA

Figure 7.

Another shirt from Solola illustrates a mixture of fitted and non-ficred
styles. European-inspired elements include the small tucks to gather in
the fabric at collar and cuffs. The indigenous Guatemalan craits include
the basic handsewn rectilinear shape, construction from two fabric
breadths, backstrap-woven fabtic and a scarcity of detail.

ture of old and new. As roads, education and
mass communication reach once isolated areas,
remotc areas ate exposed to modern lifestyles.
The young do not want to be ostracized because
of their dress. The result is the slow disappear-
ance of traditional costume.

1 have found it fascinating to try to under-
stand how an indigencus culture adapts to the

intrusion of outsiders. The change of traditional
clothing over many years, whether parrial or
complete, is a subtle, non-verbal recognition of
foreign influence. I am very grateful to the Museo
Ixchel del Traje Indigena for granting me the
opportunity to make drawings of a portion of
their collection. Without their cooperation, this
analysis would not have been possible.
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Notes of a

Pattern Weaver

OMETIMES THINGS GO RIGHT. The

witticisms on my Murphy's Law Cal-

endar not withstanding, occasionally

something does work to my best advan-

tage. For years I have tead articles about
successful artists which made it all sound so easy.
All one needed to do was produce good quality
work and the public would beat a pach to your
door catrying fists full of money. However, my
experience in dealing with the marketplace tends
to be complicated, even when things finally reach
a sattsfactory conclusion. In the following rale,
the progression of events was very smooth, even
though the gaps of time between each episode
were quite long. With the eternal optimism that
every artist must possess to keep going, I am
eagerly looking forward to situations like the fol-
lowing becoming the normal pattern in negotiat-
ing the sale of my work.

It all began one winter morning when 1
recetved a phone call. The person on the other
end of the wire miroduced herself as the di-
rector of an art gallery and said, I hear you're
@ weaver.” After I admitted to this, she then
expressed the need for a wall hanging and
gave me the specifications. When she ended
with " . . . and the client doesn't want
to spend too much money,” | immediately
flinched. I have had my hopes raised before,
and have spent considerable time trying to
Dlease a potential client only 1o find that I war
never really in the running because of price,
color, or some other reaion. With this in
mind, I gave a rather stark description of my
work, pointing out masor characteristics with-
out using adfectives and concluding with
" . and they are expensive.” Muck to my
satisfaction, the conversation did continue,

by Philis Alvic

with the gallery Mrector asking to see some
slides. That afternoon, I sent ber my standard
slide sheet and resume, knowing that this first
encounter had established me on very comfort-
able ground from which to proceed.

The person who phoned was encirely
unknown to me and she didn't have much infor-
mation about me. She had never seen my work
and only had a phone number passed on by some
wonderful soul. I have never found out who sug-
gested me or exactly how the conract was made.
This seems to perfectly illustrate the theory that
one can never have one’s name in too many
places — a systern known as networking in current
jargon.

I recetved another phone call from the
gallery director about a month later, inform-
ing me thar the interior designer tnvolved in
the profect had given the nod to one of the
pieces in the slide sheet and wanted to see it.
The piece chosen was one of the most expen-
stve of the group offered. Since I was afrard of
betng excluded on the basis of cost, 1 dectded
to send an additional piece for review along
with the one requested. 1 then roned, rolled,
boxed and shipped the two hangings within
the next 24 hours.

I am always eager to send my pieces when
they are under consideration because I believe
that the work speaks better for itself than a slide
does. Most people have difficulty visualizing an
object in a given space. {Consider the last time
that you tried to reatrange furniture in a room.)
When anticipating an addition, it is always bet-
tet to have the exact item to tty out in the space.

All one needed
to do was
produce good
quality work
and the public
would beat a
path to your
door carrying
fists full of

money.
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Wall hangings in Summer
& Wineer weave by Philis
Alvic installed in the Presi-
dent’s office, University of
Louisville.

It is even better to have cwo different items to try.
One of them just might wotk to betrer advantage
in the location. Also, I like people to have a
choice. [ think that a client prefers to feel thac he
of she i5 an active participant in the choice of an
item.

A Jier another month, I was informed that
the interior designer liked both of the pieces
and had taken them to try in the space, This
tas exactly the response 1 bad hoped for. Each
hanging would bave the opportunity fo stand
on 115 own merits and be evaluated on foca-
tion. Although I would bave liked to point
out some of the finer atinbutes of each, I
kneto that 1t was now up [o others to promote
them.

T

T

The working relationship with people who
present one's work is so important. 1 try hard to
impress them as being open and flexible but
within defined limits. During phone conversa-
tions I call attention to certain qualities of my
work ot to aspects of my own background that 1
think might interest the client. I also reinforce
the phone calls with lettets to emphasize specific
points. Living in a rural area, I feet that I have to
try harder to be accessible since I can’t drop into
a gallery for friendly chats with the director,
Building a solid relationship with those who rep-
resent me is impottant, not only for the impend-
ing transaction, but also to put myself in a posi-
tion for mote intetaction in the furare.

]};e interval between shipping and hear-
ing abous the fate of my work lasted several
months. Dexprate the wait, the news was very
good. The client liked both preces and pur-
chased them both. My work now bangs in the
Lrivate office of Dr. Donald Swain, President

of the University of Loutswille. During the
Dhotographing trip to Loutsville, 1 was pleased
to note that there were several other pieces of
origingl art in the office complex. My preces fit
very comfortably into the space. It was nice to
see my hangings in such a distinguished set-
ting. and even nicer to hear praises from the
people who work near them,

A wonderful resulc of this particular chain
of events is that the hangings do fit inte the space
as though they had been commissioned and
designed specifically for it. The pieces are the cor-
rect width for filling the niches between the
windows. They provide a visual link with the very
high ceilings and brighten and add interest to an
office decorated primarily in white and naturals.
The two pieces compliment each other well,
which shouldn’t be too surprising since 1 did
them both, and a sttong stylistic resemblance is
to be expected in any artist’s body of work. The
design of one consists of very simple geometric
shapes, while the other is comptised of shapes
thar are not distinctly defined. They both have a
similar  woven surfac€, using Summer and
Winter as the common weave structure, The
colors of the two are compatible and they share
many of the same reds, blues and greens. The
differences between the two hangings bring out
the finer poines of each. The one with the simple
design is quilted and stands as a comparison of
different textured yarns. The more complex
piece comes across as a lurmninescent color scudy.
The direct presentation, using only concealed
boards in the top and bottem of each piece works
very well in this space.

The gallery director and the interior de-
signer had presented my work in a positive way
that got results. I had the good forune to have
pieces available that fitted the requirements of
the location. This expetience reinforced my need
to be continuously working, producing pieces
with variety and exploting new ideas so that they
continue 1o have vitality. As my pfeces accumnu-
late, I feel like a collector of my own work rather
than an artist in the business of selling i, but in
this instance, I would not have sold anything if
I had not been able to ship work immediately
from accessible stock. Clients want things to hap-
pen very fast even though they might keep you
waiting on their decision for months, 1 have
always, however, found it to be to my advantage
to respond quickly.

My action in this rale consisted of making a
few phone calls, shipping two woven pieces and
opening an envelope containing 2 nice check.
Luck and industry both played a part, my con-
tacts did pay off (I just can’t pinpoint the specific
one) and I did have a sufficient quantity of pieces
from which to choose items that fit the specifica-
tions of the space. So even though chance was a
major factor, I had to be in a position 1o take
advantage of it.
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The Shed Regulator
for Countetbalance Looms

T 15 A WELL KNOWN FACT that

the counter-balance loom has diffi-

culty lifting three shafts against

one shaft, and through the years

ownets of these looms have had this
tedious fact pointed out to them fre-
quently by its detractors.

A weaver who contemplated do-
ing a 3/1 twill or a double weave on a
counterbalance loom would have done
well to research this problem, and tn
reading, would have found oblique
references in a few sources to a device
called a shed regulator. Although the
shed regulator was mentioned in a fow
weaving books, it usually was not pic-
tured or explained in any detail, so the
shed problem usually remained for the
weaver to ponder.

Origin

The shed regulator was conceived by
noted weaver and author S.A. Zielinski
eatly in 1950. The device was men-
tioned in the 1951 Master Weaver,
Volume 1, and agaio in 1953, in Vol-
ume 4. Mr. Zielinski collaborated with
Robert Leclerc to place the device on the
market in 1955.

The design involved placing an
additional roller above the top roller of
the loom, and by using a set of cords,
raising and lowering the entire set of
shafts as needed for each shed. The shed
would be centered in the reed, and
would open to its maximum, The de-
vice allowed the loom itself to regulate
the height of the shed during the weav-
ing process with no loss of time or
thythm.

Some years later, Robert Leclerc
developed a new version of the shed
regulator chac uses a lever-type action to
raise and lower the shafts of the loom.
This device is still available through
Nilus Leclere Co., and s shown in greac
detail in Volume 6 of the newest print-
ing of the Master Weaver series,

by William Koepp
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The Zielinski Shed Regulator. By pernris-
sion of Robert LeClere, Nilus LeClere Inc.

A LeClerc shed Regulator. By permission
of Nehus LeClere, Ine., Quebee, Canada

Building your own

Since our counterbalance loom is home-
built, I decided 0 build a shed regula-
tor for it out of wood. The project went
quickly and it wocks so well that I wish
[ had done it years ago.

In planning my shed regularor, 1
followed the Leclerc design. This ver-
sion dictates char the op roller be re-
moveH from the loom and remounted
on two picces of wood which [ will call
the swing-arms. On some looms the
roller may have to be shortened, but
tuckily in my case this was not necessary,
The swing-arms are mounted to the
loom by two smaller pieces of wood
called the comnectors, and the rear of
the swing-arms are joined by a rigid
board: the back bar.

The basic idea is to move the pivot
point of the top roller straight back
three inches toward the warp beam, and
then add another seven inches of swing-
arm to give sufficient leverage for the
treadles to raise the roller. The roller is
towered by the shafts pulling it down
against a pair of springs. The connectors
hold the pivot-point bearings which
allow the swing-arms to move the roller.
The connectors are bolted or screwed to
the loom frame, since the shed regula-
tor Is a permanent fixcure on the loom.
It can be locked in position: by the by-
pass cords when not needed {such as for
balanced 2/2 twill),

The swing-arms hold bearings for
the roller one inch from their ends: the
bearings for the pivot-bolt are placed
three inches from that point. The total
length of the swing-arm is eleven
inches. Note that the top roller of the
loom may have to be shortened to fit in
the new position depending on the
mzke of loorn that you have. Build the
connectots and the swing-arms first,
attach them to the loom, and measure
between them to see if the top roller
needs any shortening,

The back bar is cut 1o fit the width
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My home-buile shed regulacor (left side)
showing swing-arm and the connecror.
The hole is for garnishment only.

The back bar, viewed from the frone, the
treadie cords are attached and adjusted.
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The back bar, viewed from the rear.

of your loom, from swing-arm to swing-
arm, and a brace of wood is glued and
screwed into each inside corner after che
toller is ficted into place.

I have mentioned bearings several
ames, and 1 feel char small bronze or
nylon bearings at these points are desit-
able. I do not advise running bolts
through raw wood at all, because bear-
ings ate cheap and readily available,
and they do not wear into an oval shape
as easily as wood does. (If you do have
wooden bearing surfaces on your loom,
force wax inco them, not machine oil.)

Now some holes are needed. Drill
three holesone inch apart in the bottorn
of the swing-arms to put in screweyes,
used to attach the springs to the shed
regulator. The last hole will be near the
comer of the of the swing-arm/back
bar. The holes will allow you to put in
the screweyes without splitting the
wood, so practice on a scrap of wood
fist to see what size drill bit to use,
Once holes are made, install a screweye
pointing down into each swing-arm
near the corner.

Drillone?/ 6" hole, directly above
each treadle through the back bar %
inch up from its bottom edge. These
holes will be used for artaching cords
from the treadles to the shed regulator.
Insert eye-bolts through each hole, eyes
facing the weaver, and tighten them. If
maximum leverage s needed, turn the
eye-bolts around with the eyes facing
the watp beam.

Artach a limber spring (similar to
a screen doot spring) to the swing-arm
screweyes, and down 1o the frame of the
loom directly below the swing-arm, Use
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another screweye here. [ use a short
piece of light chain at the upper end of
the springs to make adjustments easier.
Adjust the springs to hold the swing-
arms at a level attitude wich the shafis
in place, suspended from che top roller.

Make a pair of &y-pass cords which
can be hooked up in place of the springs
to lock the shed regulator into position
when it is not needed . The cords should
hold the swing-arms level when they are
used.

The connector must take a lot of
strain, so it must be made to fit really
well around the side loom-frame
member to prevent it from twisting.
Since I cannot know what your loom is
like, it is not possible for me to draw the
exact shape th&t you will need. Just be
sure to make it very strong, and there
should be no probiem with it tilting
downward.

As only one ot two treadles ate
near the center of the loom, the outer
treadies may tend to exert torque on the
back bat, which would result in having
one end of the top roller sink a bit lower
than the other end. This means that you
need to make the back bar as rigid as
possible (an engineering student could
have a lot of fun with this). I strength-
ened my loom by glueing braces into
the cornets.

Attaching the treadles

Make treadle cords and actach them
where needed. Let us say that you will
lift chree shafts and sink one shaft. This
cord will be adjusted so that it 15 snug
when the treadle is at rest, as this 3/1
shed raises the shed regulator to its
highest position. If you are doing a 1/3
shed, that is, one shaft lifted and three
sinking, the treadle cord might be
eliminated or set very loose, so it will
stop the shed from going too low in the
teed. It all depends on the amount of
travel your creadles have to wotk with.
Any cord that passes through the warp
should be as near vertical as possible, to
minimize any harm or abrasion to the
warp itself.
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Adjusting the mechanism

All right. We know that a 3/1 shed has
a snug treadle cord and that a 1/3 shed
has-a very loose treadle cord adjust-
ment. All cthat remaios is the 2/2 shed.
The treadle cord for the 2/2 shed
should be adjusted somewhere in-
between the other two cords, so thar it
holds the shed regulator level at the
bottom of the treadle stroke. If you are
doing only a 2/2 shed and you don't
need a 3/1 or a 1/3 shed, unhook the
two sptings and hook up the by-pass
cords to shut the shed regulator off. The
treadle cords would not be needed for
this weaving either, so they should be
un-hooked.

The tule to follow in adjusting the
cotds is to be sure the open shed is cen-
tered in the reed. It should not strike
only the bottom of the reed or only the
top of the reed. If the shed strikes both
the top and bottom at the same instant,
it is centered.

It has been stated in ar least one
weaving text that the shed regulator
cnly produces a shed thar is half as high
as a regular shed, and that a smaller
shuttle is needed when a shed regulator
is used on a loom. This was a great sur-
prise to me, and | immediately went to
the loom to reassure myself thart this was
inaccurate — at least with the shed regu-
lator thar is described here. With a
helper pressing the treadles, [ held a
caliper in the shed at the reed. The fol-
lowing measurements were made: the
3/1 shed was 2'%,, inches high, the 2/2
shed was 2% inches high, and the 1/3
shed was 2%, inches high. All of these
sheds are bigger than my largest rug
shuttle, so I conclude thac this shed

regulacor does not reduce the shed size
to any significant degree.

Other possibilities

The shed regulator has another advan-
tage for you, according to Masier
Weaver No. 56, 1961: “ . . . acoun-
terbalanced may be turned in 2 marcer
of half a minute into a reversed jack-
type: much better than the standard
jack-type. Where in a standard jack-
type all shafts are sunk, and must be
raised to open a shed by the sheer force
of the foor which presses che treadie, in
the reversed jack-type all shafts are
raised by spring action, and it requires
a very slight effort to bring them down.
What is more, the pressute is easily
adjustable t0 meet all requirements
such as sticky warps, when in jack-type
looms it canoot be adjusted short of
tying weighes to shafts.

* . we adjust the springs so as
to raise &/ shafts to the upper position,

when the warp just clears the upper part
of the reed. Then we can use all treadles
independently, ot in groups of two or
three.”

This would be very handy when
mote treadles ate needed than the loom
could provide. You might have to use a
double-length spring, anchored to the
lowest point of the loom frame.

The shed regulator is 2 great addi-
tion to any counterbalance loom, and |
can only admire the men who wotked
on its development through the years.
But remember—to use it, you must
understand it. Afier the shed regulator
ison and your loom is all warped up and
ready to go, tie up each treadle cord,
tteadle the shed and measure che shed
hesght. Tty loosening the cord; treadle
and measure again. See what tighten-
ing the cord does. Try all the sheds,
expetiment with the treadle cords, the
spring positions, the eye-bolt positions
and the screweye positions until you are
satisfied with your shed. Then gec down
and sight the warp to be sure it runs
truly straight chrough the center of all of
the heddles, from back beam to breast
beam. Finally, check the shafts, beams
and rollecs with a small level.

The shed regulator is a weaving
tool, a device that must be correctly
hooked up to do its job. It does not
require a lot of mechanical aptirude,
but it does require common sense.
Note: Portions of The Master Weaver
were printed with the kind permis-
ston of Robert Leclerc, president of
Nilus Leclerc, Inc. Permisston was also
generously granted by Mrs. M. Zielin-
ski, New York, NY and Fulfiord,
Quebec. Final thanks, of course, goes
10 the late Stan Zielinski, a great
weaver and a great author.
<1985 by William Koepp
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Are You A Smart Consumer?

Before you buy your first spinning wheel,
make sure you try a real Louét. There are
Louét look-alikes, but no Louét spin-alikes. It
takes more than locks or style to make a
great spinning wheel It takes a knowledge of
engineering and design followed up by the
highest standards in manufacturing to Create
a spinning whee! that is sound, durable and
functional. So make sure you try before you
buy, because it may 100k like a Louét for less
money, but it won't spin like a Louét or last
like a Lougt. And who wants to buy two
spinning wheels when you can make the rignt
choice the first time? Most people make the
right choice. They realize that you get what
you pay for. We know you'll make the right
choice too.

L

LOUEt Sales
Box 70
Carleton Place, Ont. K7C 3P3

Ask your dealer or
write us for free catalog

[ The

Ii

(/]

Cotlton

Rafubon Cotured Yearns
My Sizes & Textures
Mcichine Wash & Codorfost
Fibors, Books, Patterns
NEWY Baby Pearly Perfes
352 0t A OHACE COReS
Frecut Calico tabric Staps
BOND Knitting Frames
Reberta Flectronic Spaviners

We're vour =4
soteree for colton!

Feiv Meiit (hdder
Catalogue & Samples
Seed 83 to:

COTTON CLOUDS
Rt 2 Desert Fiills = 16 W)
Safford, AZ 85546
(602 ) 428 70X
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SUFHEGE

The coloring and patterning of
fabric and fiber with dyes, pig-
ments, or manipulation.

SURFACE DESIGN JOURNAL
now in beautiful color, is pub-
lished quarterly. Subscription
by membership in Surface
Design Association.
eTechnical Informatione
sExhibition Reviewse
eHealth and Safety Newse
#Calendar of Eventse
®Artist Profilese
...and much more

Annual Subscription $ 25.00
Student with ID $ 18.00

Payable in U.S. funds.
Susan Kristoferson, SDA Membership.
School of Fine Arts, Miami University.

Oxford, Ohlo 45056 USA

Journal
for
Weavers
Spinners
& Dyers

Great Britain's only magazine
devoted to textile erafts,

Write for details: The Journal
for Weavers, Spinners & Dyers
BCM 963, London WCIN 3XX




MEET THE AUTHORS
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MANSFIELD

Fiber artist, teacher and writ-
er Philis Alvic graduated
from the Schaol of the Art
Institute of Chicago in 1967,
Since that time she has fre-
quently exhibited her work.
At her studio in her home in
western Kentucky, Philis
weaves loom-cantrolled wall
hangings and investigates
weave structures, She shares
her experience and opinions
about weaving through lec-
tures, workshops and
writing.

Pat Boutin Wald received
her MFA in textiles in 1976
with a thesis exploring color
in handmagde felt, Her wark
has been exhibited with the
American Craft Council's
“Young American Show,"
and in Manila, The Philipines
in “'Fiber as Art."" She cur-
rently designs handmade
papers and teaches color
workshops for fiber artists.

Cynthia Broughton is
from Mesa, Arizona. Most of
her work is in clothing-weight
fabric, usually with a loom-
contrelled pattern. Many of
her designs have been inspired
by antigue and ethnic fabrics.
She has exhibited extensive-
ty throughout Arizona.

MAYER

Gina D’Ambrosio raises
sheep, spins, dyes and weaves
near the mountain village of
Magdalena in central New
Mexico. With a background
in painting and sculpture, she
has worked asa self-taught
fiper artist for the past {0
years. Gina specializes in
fancy-textured handspuns and
weaving fabric for clothing
which she designs, and color
is very important ta her
work. Gina gives workshops
and lectures on fibers, spin-
ning, dyeing and design. She
has exhibited in New Mexico
and nationally.

Abby Sue Fisher is a grad-
vate of California State Uni-
versity at Chico and has been
a research affiliate at the
Ixchel Museun in Guatemala
City. She is involved in the
study of ethnographic textiles
with a special concentration
on Guatemnala. She is cur-
rently a research associate at
The Textile Museum in
Washington, D.C.

Susan Hick and the loom
were first intraduced in
1973, and they have been fast
friends ever since, Research-
ing "'Fashion Trends” pro-
vides a bonus for Susan. Her
special interest is in weaving
yardage for clothing which

BROUGHTON

PIROCH

she sells through Fiber Matrix,
a cooperative endeavor in
Denver, Colorado.

Metty Jansen has been
weaving for eight yearsand is
head of alocal branch of the
Weaving Federation of Hol-
land. She is an enthusiastic
weaver who regrets not hay-
ing started weaving when she
was younger. Most of her
weaving has a practical appli-
cation. She lives in Bunnik,
The Netherlands.

William Koepp s interest in
weaving developed after
building 2 counter-bafance
loom for his wife in 1975, A
few years later, he drew plans
for and constructed a larger
countermarche loorm that he
uses today. He lives in Bakers-
field, California and works as
a deputy sheriff, with weav-
ing sharing time with other
incerests, including wood-
waorking, back-packing, chess
and callecting old weaving
books.

Susan Mansfield has a
degree in Textiles and Cloth-
ing from Cornell University
and a certificate in Computer

FISHER -

SEVYELL

Programming from Control
Data Insticute. She has been
a weaver since 1971 with a
special interest in clothing.
She has taught weaving and
tatting at the Weavers' Guild
of Minnesora.

Anita Luvera Mayer began
her facus on handwoven gar-
mentsin 1972 after six years
of sel-study, experimenta-
tion and selling. The clothing
which she designs and wears
always relates to ethnic gar-
ments of ather cultures and
arg constructed from woven
rectangles and squares with
no cutting intoe the fabric.
Finishing and embellishments
are always done by hand and
each piece is considered an
investrment of the individuali-
ty of the artist and the wear-
er. Anita has exhibited nation-
ally and has been featured in
national fiber publications.
Her book, Clothing from the
Hands chac Weave was pub-
lished in | 384 by Interweave
Press.

Weaver, spinner and dyer
Sigrld Plrach livesin Mead-
ville, Pennsylvania. She works
primarily with natural fibers.
Her current focus s on
designing original patterns in

sl

TIDWELL

unusual and complex weaves
with fine threads, emphasiz-
ing color development. She
has given workshops, lec-
tures, demonstrations and
exhibitions in Pennsylvania,
Ohic and New York.

Suzy Sewellis a fiber artist
specializing in one-of-a-kind
garments and ensembles. Her
pieces have been shownin fa-
shion shows and exhibited in
galleries throughout the Twin
Cities area. She lives in Min-
neapalis, Minnesota.

Elmyra Tidwell started
weaving in 1977. She is self-
taught in tapestry weaving
and focuses all her creativity
on her neckpieces. She lec-
tures on how to weave tapes-
try with fine threads. She is
very interested in complex
weaving and has recently con-
verted her countermarche
lzom into 2 drawloom,
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FUBLICATIONS

Reviews

A RUGWEAVER'S SOURCE
BOOK: A Compilation of Rug
Weaving Techniques

Edited by Linda C. Ligon

Loveland, Colorado: interweave Press, 1964, 172
pp-

Interweave Press has published an excellent
compendium of rug techniques in A Rug
Weaver's Source Book. It covers the proc-
ess of rug weaving from the inicial stages of
planning and preparations through the finish-
ing techniques.

Eight weavers, Marilyn Dillard, Lynne Giles,
Inga Krook, Hector and Halcyon Schomp,
Bryn Pinchin, Martha Stanley and Carol
Thilenius contribute their expertise in individu-
al sections. Following a comprehensive
introduction by Martha Stanley are six chap-
ters dealing with plain weave, weft face twill,
rag rugs, warp face, rya and block weaves.
Included in this volume is valuable information
on equipment and loom adaptations necessary
for rug weaving. A selected bibliography is
included as well an an extensive appendix con-
taining material on finishing techniques, card-
woven selvedges, construction of a *'bubbler”
and the Swedish double binding technique.

The chapter on rag rugs, thoughlimited to
the Swedish tradition, is one of the few
sources on the subject availabie in English at
this time. Most of the chapters contain
detailed instructions for specific rugs. There
is a sense of dedicauen, enthusiasm and a shar-
ing of ''trade secrets” which is refreshing.

The layout is clean, with clear and complete
Mlustrations and outstanding photography. A
Rug Weaver's Source Book is an easy to read
text on rug weaving which should not intimi-
date the beginning or the intermediate
weaver.

Janet Meany and Paula Pfaff
Janet and Paula teach classes in rag rug weav-
ing at the Weavers Guild of Minnesota.

COSTUMES OF MEXICO
Chloe Sayer
Austin: University of Texas Press, 1985, 240 pp.

| freely admit that | am addicted 1o books on
ethnic weaving, especially those on Latin
American topics. Yet a recent survey of my
bockshelves revealed surprisingly few major
works published in English on Mexican textiles
or costumes. There was, of course, the ven-
erable Mexican Indian Costumes by Donald
and Dorothy Cordry in 1968, and later the

impressive Indian Clothing Before Cortes by
Patricia Anawalt in (981,

Now | have added atarge, new work to
the shelf: Costumes of Mexico, by Chloe
Sayer. Visually, it is a delight, a handsomely
faid out volume with fine quality, color
plates—the texture of the Huichol beadwark
tooks so real!—and a pleasing array of black
and white photos. This visual aspect might be
enough reason for us ethnic weaving addicts
and for others who are visually oriented to
buy this book. It is satisfying to take in the
graphic images of Mexican textiles or to seek
inspiration in the lines of the garments and the
faces of the peopie. Sayer's book is a stunning
complement to the Cordry's work, expand-
ing and updating the pheto-documentationin
this fine early volume, yet maintaining the
same high standards. Both books are published
by the the University of Texas Press.

However, there are also those of us who
seek more about the cuitural and historic con-
text of these textile crafts. The first half of
Sayer'sbook, Partsland I, provides an espe-
cially satisfying, readable summary of the roots
of Mexican costume in pre-Conguest and
Spanish Colonial days and in the 19th Century
post-Spanish period as well. This book canbe
highly recommended to anyone looking for
a thorough introduction to the topic.

The second half of the book, Part Il in
addressing the 20th Century, is not as success-
ful. First of all, the 20th Century coversalot
of ground. ltis not always clear in this section
just what is being discussed—early 20th Cen-
tury practices which have disappeared or
those of today which are thriving. The second
problem is a matter of organization. The
author raises a subject, for example embroid-
ery or specific parts of men's costumes, then
draws in examples from all over Mexico to
illustrate the subject. | got a litdle weary of
trying to keep it all straight. The overly wide
columns of type contributed to the difficulcy
in reading and confusion of topics covered.

However, for the most part there is
sound information in Part lll about *‘Fibers,
spinning and dyeing”’ (Chapter 5), ''Weaving,
embroidery and other decorative techniques”
{Chapter 6}, and contemperary male and
female dress (Chapters 7 and 8). An astute
weaver, spinner or dyer might quibble with
the fine points, like the references to mor-
dants used with indigo (p. 136). Thisis not a
“how-to"’ book. Weavers looking for de-
tailed, technical pointers will be disappointed.

For those with a scholarly bent, the book
too often fails to give citations for sources
mentioned, perturbing to those wishing to
delve further into a given topic. For example,

on page 28 there is atantalizing reference te
Mayapan doubte cloth but no way provided
1o follow up on it.

We addicts, of course, always want too
much. Now that we have two volumes tack-
ling the comprehensive topic of Mexican cos-
tume, I'd like to see more work giving deeper
accounts of weaving and costume in specific
regions or cultural groups. Mexico has much
to offer us. § would love to add mare major
works on Mexican textile topics to my
shelves.

Sue Baizerman

THE NEW HANDBOQK OF
TIMESAVING TABLES FOR
WEAVERS, SPFINNERS,
AND DYERS

Bettie G. Roth & Chris Schulz

1nd ed. P.O. Box 951, Elk Grove, CA 95614:
published by the authors, 1983, 41 pp.

WARP WITH A PADDLE and
BEAM WITHOUT PAPER
Lucille Landis

22 Northway, Old Greenwich, Connecticut
06870: published by the author, 1980. 35 pp.

WEAVERS' WISDOM: 250 Aids
to Happier Weaving

The Weavers Guild of Boston
Boston: The Weavers Guild, 1980, 23 pp.

{Weavers Guild of Boston, c/o Betty Shannon, 5
Cambridge St., Winchester, MA 01890.)

Can there be too many books of helpful hints
for weavers! | don't think so. In the continuing
search for the perfect method of doing things,
these three books step bravely forward to
offer advice, consolation, hope and
enjoyment.

The New Handbook of Timesaving
Tables consists of exactly that, tables and
charts to speed you on your way or at least
clear up some nagging problems. Topics
covered include thread count, sett, burn tests
for various fibers, reed sizes with metric
conversion, weights and measures,
temperatures, body measurerments, yardage
conversion, knitting needle and crochet hook
conversion, table of standard sizes for
different projects. Worksheets for
computing warp on a plain warp beam and a
sectional warp beamare included. For dyers,
the authors provide classes of synthetic dyes,
safety precautions for dyers, dyestock
sclutions, percent shade, percent of color for
mixed colors. There is a chart giving fiber
classifications for natural and ran-made fibers,
informaticn on sheep breeds and grades of
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wool and comparison of fiber properties.
Finally the authors include a selected
bibliography of texts on dyeing, textile
industry and fabrics, weaving and fibers.

The paper bound pamphlet is printed on
tan colored paper and illustrated with line
drawings. It measures 52" x 8" making it a
convenient companion,

Warp with a Paddle by Lucille Landis is
based on material which was first published
inthe Sumrmer and Fall | 975 issues of Shuttle,
Spindle and Dyepot. The information included
in the original articles has been revised and
enlarged.

The author notes in her introduction that
her method is “'an adaptation of industrial
procedures and yvields a quality warp with
uniform tension which lasts throughout the
weaving."" The system, taught to Landis by
Klara Cherepov, briefly involves the following
steps: use of a paddle to wind warps onto a
warping board or mill; use of a raddle to
control the warp during beaming; picking a
threading lease near the beginning of the warp
and a raddle lease near the end; beaming
before threading: using discs on the warp
beam instead of paper or sticks to support
warp threads.

Landis divides her monograph into
chapters which detail warping with a paddle,
beaming with or without paper, how to figure
a warp, and winding a warp of graded color.
The text is illustrated throughout with black
and white photographs. Itis paper bound and
measures 82" x |1”.

Weavers' Wisdom, produced by the
Weavers’ Guild of Bostonis a very attractive
paper bound book. it is distinctively printed
and uses wonderful line drawings which
provide international symbols to identify

chapter subjects. A cone of yarn signals the
chapter on Making the Warp, a sley hook lets
you know advice on dressing the loom is on
the way. and an award ribbon encourages you
to check the chapter on exhibition and sale
of textiles.

Each chapter consists of a series of one-
or two-sentence hints providing advice; ' To
maintain even tension and to minimize twist
when chaining a warp, pull the threads through
the loop with alternate hands:*' ** Tying-in the
edges of a warp a bit tighter than the central
section helps to prevent sagging and uneven
selvedges;” "'Use a yard stick to make a
raddle;”” ''A mouse trap mounted on the
castle can be used to hold drafts or treadling
directions.”’

An historical quote pertinent to the topic
at hand introduces each chapter: Jack Lenor
Larsen for *'Dressing the Loom,"’ Shakes-
peare on ' “Weaving."' There is something for
everyone in a book of this type.

| am sure the authors must have heartily
enjoyed gathering together all these words
of wisdom.

Susan Larson-Fleming

THREADS
Published bimonthiy

Newtown, Connecticut: Tauntan Press, Ing.

The newest fiber magazine, Threads, made its
debut in October, 1985, It is impressive for
itslarge format and beaurtiful presentation of
articles by well-known figures from many
areas of the textile arts. Sewing, hand-and
machine-knitting, weaving, dyeing, embroi-
dery and needlepoint are covered regularly.
The first two issues also contained articles on
special techniques such as basketry, spinning,

felting and twining. While most of the articles
are for the reader interested in a brief over-
view, several “‘hands-on'’ articles are included
in each issue. Book reviews, productinforma-
tion and calendar of events appear in each
issue.

Threadsis published by the Taunton Press,
publishers of Fire Woodworking and Fine Home-
building, two quality publications in their fields.
Their expertise applied to the field of fibers
should assure Threads a secure future. Sub-
scription rate is $16.00/yr. The Taunton
Press, Inc., 63 South Main St., PO Box 355,
Newtown, CT 06470,

Karen Searle

FROM WOODS AND FIELDS
Edited by Connie Magoffin

Minneapolis: Connie ). Magoffin

*"A newsletter devoted to the topic of natural
dyeing for the purpose of communication
among natural dyers” is Connie Magoffin's
goal for the small bimanthly publication that
she beganin | 983, The newsletter developed
out of a regular column on natural dyeing thac
Connie wrote for her guild's newsletter.
She is accompiishing her purpose very
well. Each informative four-page issue con-
tains one or two articles on a specific natural
dye subject, supplemented with samples, bib-
liography, dye plant sources, and other per-
tinent information. ¥Yolumes | and 2 have
dealt with such subjects as easter egg dyeing,
reed dyeing, planting a dye garden, using a
microwave for natural dyes, and information
on specific dyeplants such as iris and cosmos.
The issue on reed dyeing gives instructions for
using four dyes: indigo, cochineal, anion skins
and walnut hulls. It 2lso includes instructions
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IF YOU WEAVE . . .

The Mannings have everything
you need!!!

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

Looms * Lecierc - Gallinger

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

Fine and Fancy Yarns: cottons -
linens - mechairs - wools - novel-
ties - chenilles

Name Brand Yarns By: CUM, Lily,

Fawcett, Reynolds, Plymouth,
Stanley Berroco, Harrisville,
Kolmes

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

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

Catalog and Rug Wool Samples -
50

THE MANNINGS
R.D. 2
East Berlin, PA 17316

FUBLICATIONS

for making a woven reed ornament. The
recipes and instructions are clear and easy to
follow. Both beginners and experienced dyers
will find its information useful,

Connie brings to this project a back-
ground in art education and extensive experi-
menting and teaching in the field of natural
dyes (the subject of her master’s thesis).
Subscription rate is $10.00 for six issues and
may be ordered from Connie ). Magoffin,
3248 Colfax Ave. S., Minneapolis, MN 55408.

Karen Searle

News

TRADITIONAL TEXTILES OF
TUNISIA AND RELATED NORTH
AFRICAN WEAVINGS, by Irmtraud
Reswick explains and ilustrates the weaving
techniques, designs and colors, and the rites
and uses of the textile arts in Tunisia. The
book is distributed by the University of Wash-
ington Press for the Craft and Folk Art
Museurn of Los Angeles. 270 pp.. 35 color
plates, B2 b/w illustrations. ISBN 0-2%5-
96281-X, paper only, $24.95.

CRAFTS OF GUJARAT, edited by Jasleen
Dhamija and KALAMKARI; Painted and
Prinited Fabrics from Andhra Pradesh, by Nelly
Sethna are now available from University of
Washington Press. Both books are from
Mapin Publishing's series, "'Living Traditions
of India,”” and are now available in the United
States in conjunction with The Festival of
India, a year-long celebration of Indian culwre
which began in June |985. Crafts of Gujorat,
ediced by Jasleen Dhamija. 192 pp. 157 illus.
ISBN 0-295-96248-8. 527 .50. Kalamkari, by
Nelly Sethna. 96 pp. illus. ISBN 0-295-
96250-X. $22.50.

NAVAJO WEAVING: Three Centuries
of Change, by Kate Peck Kent, traces the
history of Navajo weaving from about | 650.
The book is distributed by the University of
Washington Press, for the School of Ameri-
can Research Press. 150 pp. 104 illus. ISBN
0-295-%6292-5, cloth, $30.00. ISBN 0-295-
96293-3, paper, $14.95,

For information on University of Washington
Press books, contact: Publicity Department,
University of Washington Press, P.O. Box
C-50096, Seattle, WA 98145 (206) 543-
4050.

CARRICKMACROSS LACE, by Nellie
O Cleirightis an illustrated survey and manual
on the Irish embroidered net lace called Car-
rickmacross. 66 pp. $8.95 paper. KIL-
KENNY DESIGN: TWENTY-ONE
YEARS IN IRELAND, by Nick Marchant
and feremy Addis, traces the history of the
Kilkenny Design YWarkshops. 212 pp., $19.95
paper. Both books are available from Irish
Books and Media, 683 Osceola Ave., 5t. Paul,
MN 55105 (612) 647-5678.

PAST PERFECT CLOTHES NEWS-
LETTER, covers sources for clothing pat-
terns as well as ready-made items, from the
Medieval period through the 1940s. One
year's subcriptionis $10.00 for | Qissues. For
information: Eileen Maclntosh, 23 Underwood
St., Belmont, MA ¢2178.

BEGINNING WEAVYING AT HOME. is
a 78 minute video featuring Cheryl Taylor,
owner of Dream Weaver in Atlanta, Georgia.
The lessons, featuring a four harness jack type
floor loom go from *'Preparing the Warp™*
to *'Finishing the Project.”” $39.95 plus $4.50
handling charge. For information: Dream
Weaver, Dept. 75 BW, 630 Miami Circle NE,
Atlanta, GA 30324
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You Can Make
MORE MONEY
Weaving Rugs

o A Tasananng and peofitable Toll
ur sparg lune busioess oight o wour
horne s sy oo weane heaatifol,
sersiceable rugs. Always a big, vear
alonrsd demamd 1 every comniany,

Fasy 1o operate fHoor maodel loom

wedses 367 wide, comes alieady

threaded, Fuliv gguipped — reads o

weasl. Yo lurpish womplety intor

muitinn on looms and all equmipment with offer given helow

Send 256 dur var complene catdog, sample card, and

I prices anocarpet warps, rug tllers, shedrs. rag culle,

bearm counter, looms ael pars Al rage Primis and

lesinprr lips,in 10 and 50 10, bales. bE oo oow have a loam,
please adyive make awd width 1 weavgs.

OR. RUG CO,, Dept, 1697, Lima, Ohio 45802
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FABRIC CRAFT SCHOOL
Enjoy a creative vacation in Sedona’s
spectacular red rock country  Workshops
in all phases of handwraving and relaled
subjects,

Instructors.  [nga Krook, Kalmar. Sweden
Mury Pendleton. Sedona. Arizona

College credit oplional. Write for brochure

PO Box 233 » Sedona » Arizona 86326
\ 602, 282-3671
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EXHIBITS, FAIRS,
FESTIVALS

ARIZONA

Mesa: The Bth Annual Yahki Exhibition wilf
be held March | 4-April 19, 1986 at Galeria
Mesa, 155 North Center, Mesa, Arizona. This
is a national juried cantemporary crafts exhibi-
tion.

ARKANSAS

Mountain Yiew: The 24th annual Arkansas
Folk Festival will be held April 17, 18, 1% and
20, 1986, Included in the festivities will be the
Ogzark Craft Guild's Spring Show and Sale. For
information: Mountain Yiew Chamber of
Commerce, P.O. Box |33, Mountain View

AR 72560,

CALIFORNIA

Berkeley: Pacific Basin Gallery of Textile
Arts will sponsor the following exhibits in
1986: Lois Lancaster, 'Time is, Time was,
Time is Past,"" January 23-February 21, 1986,
Jacquetta Nisbet, " Time Warp,™" February
27—-March 28, 1986: Kay Pentzien, ""Works
on Fiber & Paper,” April 3—May 2, 1986: | 4th
Annual Student Show, May 9-june 6, 1986;
Group Show, June |3-uly 3, 1986.

San Francisco: The ACC Craftfair will be
held in San Francisco, August 6-10, 1984, ac
Fort Mason Center.

Stockton: The Haggin Museum, Victory
Park, 1201 N. Pershing Ave, Stockton, will
sponsor the following exhibits in 1986:
‘*Aspects of American Weaving,"' April 26—
June F; "' 19¢th Century Coverlets from the
Permanent Collection,” April 26-May 18;
“E. E. Gilmore Retrospective,”” April 26-May
t18; “'Contemporary Handweaving," April
26-June |,

COLORADO

Boulder: The Handweavers Guild of Boulder
announces a national exhibition of wearable
art, "'Body Adornment—A Step Beyond,”
Boulder Center for the Visual Args, | 750
Thirteenth St., june 5-July 3, 1986.
Denver: Denver Art Museum: "' A Worldof
Embroidery,”’ to January 26, 1986,

DISTRICT OF COLUMBIA

Washington: The Textile Museumn: *‘Fukusa:
The Shojiro Nomura Fukasa Coliection,"
December 19, 1985-March 23, 1986,

FLORIDA

Boynton Beach: Boynton’s G.A.LA.
{Great American Love Affair} will be held
February 28, March |, and March 2, 1986 at

the Civic Center Grounds, 128 East Ocean
Avenue, Boynton Beach, Florida. For informao-
tion: Eleanor Wollenweber, Chairperson,
P.O. Box 232, Boynton Beach, FLL 33425-
02312,

IDAHO

Boise: “'For the Floor: Contemporary Art-
ists' Rugs,” an exhibition organized by the
American Craft Museurn, will be held at the
Boise Gallery of Art, August 2-September
14, 1986,

ILLINCIS

Chicago: The Chicago Historical Society,
Clark Street at North Avenue, Chicagt'n, IL
60614 will present the exhibition *'Edward F.
Woarst: Craftsman and Educator,”” Cctober
23-March 10, 1986.

INDIANA,

Indianapolis: ““Four Decades of Fashion:
Selections from the Collection,”” The Indian-
apolis Museurn of Art, 1200 W. 38th 5t.,
indianapolis, Indiana, April | 9=June I, 1986;
“Fiber R/Evolution, April 19-June |, 986,

MARYLAND

Baltimore: ACC Craftfair Baltimore willbe
held at the Baltimere Convention Center,
February 26-March 2, 1986,

MASSACHUSETTS

West Springfield. ACC Crafcfair West
Springfield will be held at the Eastern States
Expasition Center, June 16-22, 1986.

MICHIGAN

Midland: The Midland Art Council of the
Midiand Center for the Arts will present
"*Space Sails: American Banners,"” from Feb-
ruary 23 to April 6, 1986, at the Midland
Center for the Arts, 801 W, St, Andrews,
Midland, Michigan 48640-2695.

MINNESOTA,

St. Paul: The Goldstein Gallery at the Uni-
versity of Minnesota announces the following
exhibits; '*Danish Immigrant Homes: Glimpses
from Southwest Minnesota,”’ March $-Aprit
25, 1986; ''Handcrafts from Finland,”” May
4-July 18, 1986; *'Kashmiri to Paisley: Cul-
tural Interactions,”' July 27—October 3, 1986;
*Paris in the Cities,”” Cictober 19, 1986—Jan-
uary 9, 1987.

NEW MEXICO

Los Alamos: The Fuller Lodge Art Center
will sponsor *'Que Pasa: ¥hat's Happening
in New Mexican Art,” from April | 1-May |1,
1986 and the Fourth Biennial Juried Craft
Exhibit, an exhibit of work by craftspeople

residing in Arizona, Colorado, New Mexico,
Texas and Utah, June 20-July 27, 1986,

NEW YORK

New York City: The Cooper-Hewitt
Museurmn will sponsor ' The Golden Eye,” an
exhibition focusing on India’s traditional crafts
expressed in modern designs, November 5,
1985-February 23, 1986.

New York City: Museum of the City of
New York. *'New York's Dolt Houses," per-
manent.

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,
George Little Management, Inc., 2 Park
Avenue, Suite 1100, New York, NY 10016
{212) 686-6070.

NORTH CAROLINA,

Chape! Hill: The fourteenth Triangle
Weaver's annual festival will be held March
15-30, 1986 at the Horace Williams House
in Chapel Hill, North Carolina. The festival
is a non-juried exhibition of fiber art.

OHIO

Dayton: “For the Floor: Contemporary
Artists’ Rugs,'" an exhibition organized by the
American Craft Museum, will be held at the
Dayton Art Institute, January |18-March 9,
1986.

Cincinnati: |16 embroideries from Turkey
and several Aegean islands, selected from the
permanent collection, are on view at the Cin-
cinnati Are Museumn until January 1986,

TENNESSEE

Gatlinburg: The Arrowmont School of Arts
and Crafts announces the following exhibi-
tions in 1986: *' The Arrowmeont Permanent
Collection,” December 14, 1985-February
15, 1986; *'New Quilts of the Mid South,”
February 22-March 29, 1986; ' The Spring
Faculty and Staff Exhibition,"” March 2-April
2, 1986; “Tennessee—State of the Arts,"
April 5-May 21, 1986,

TEXAS

Dallas: ACC Craftfair Dallas will be held at
Market Hall, Dallas Market Center, April
17-20, 1986.

WASHINGTON

Seattle: *'Fiber Fair,”" organized by the
Seattle Weavers' Guild will be held at the Bon
Marche, 3rd and Pine, Seattle, Washington
inMarch, 1986. Included will be ''Fiber Inter-
action '86,"" a juried exhibition of work by
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members of the Seattle Weavers' Guild, atex-
tile arts sale, plus workshops, lectures and
demonstrations. For information: SASE to
Aileen Nelson, 18155 [51st Ave. N.E.,
Woaodinville, WA 98072,

Tacoma.: ‘'Focus on Fibers, a juried competi-
tion of handwaven, felted and handspunitems,
will be held at the Kittredge Gallery, Univers-
ity of Puget Sound, Tacoma, Washington,
February 23—March 14, 1986. For information:
Tacoma Weavers Guild, c/o Pam Cox, 2206
62nd Ave. N. W, Gig Harbor, WA 98335.

WISCONSIN

Milwaukea: “‘Fiber R/Evolutions’” will be
held at the Milwaukee Art Museum and the
University Art Museum, February 20 to
March 30, 1986. The exhibition, both invita-
tional and juried, will travel to national
museums for the remainder of 1986 and
1987.

CONFERENCES

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
|. 1986. For information: Pacific Basin School
of Textile Arts, 1659 San Pablo Ave., Ber-
keley, CA 94702 (415) 524-0777.

COLORADO

Denver: The | 986 Midwest Weavers Con-
ference will be held June 6 through 9. 1986
at Loretto Heights College in Denver, Colo-
rado. For infermation: Rocky Mountain
Weavers Guild, Attn: Connie Dolezal, P.Q.
Box 22687, Denver, CO 80222,

FLORIDA

Gainesville: 'American Crafts Council
Southeast Region Annual Conference,’ ac the
University of Florida, May 21-24, 1986, For
information: Ray Ferguson, Conference Coor-
dinator, College of Education, University 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, Vinter Park, Florida,
April 18-20, 1986. The theme is *"Something
Spacey." Workshaps inweaving, basketry and
other fiber arts are planned. Workshop
leaders include Doramay Keasbey (weaving)
and Shereen LaPlantz {basketry). For informa-
tion: Donna Sullivan, 1134 Montego Road W,
Jacksonville, FL 32216,

KANSAS

Chanute: The Alliance of Weavers and
Spinners conference will take place April 12,
1986 at the Neosho Community College. For
information: KAWS '86 Committee, c/o
Dolores M. Hutchinson, Southeast Kansas
Weavers Guild, 1009 Idaho, Neodesha, KS
66757.

MASSACHUSETTS

Nantucket Island: The Northeast Regional
Surface Design Conference will be held
September 26-28, 1986 at cthe Nantucket
Island School of Dwesign. For information:
Cathie Joselyn, Art Department, Claricn
University, Clarion, PA 16214 (B14)
226-2523.

MICHIGAN

Ypsilanti: "Lace Place Ten,” the tencth anni-
versary conference of the Great Lakes Lace
Group will be held April 30 to May 4, 1986
at the Hoyt Conference Center, Eastern
Michigan University, Ypsilanti. For information:
Linda Knapp, 17757 Redfern, Detroit, Michi-
gan 48219,

NORTH CAROCLINA

Raleigh: "'Color: The Spectrum of Expres-
sion,” the southeast regional conference of
the Surface Design Association will be held
March 13-16, 1984, at North Carofina State
University, Raleigh. For information: Susan
Wilchins, School of Art, Box 7701 N.C S.U.,
Raleigh, NC 27695 (919) 737-2202.

UTAH

Salt Lake City: The Utah Handweavers
Conference, sponsored by the Mary Meigs
Atwater Weavers Guild of Utah, will be held
April 4 and 5, 1986 at the Salt Lake Art
Center. Nell Znamierowski is the keynote
speaker. For information: Sondra Paul, 1162
Lorraine Dr., Salt Lake City, Utah 84106
(801} 4B6-6487.

WASHINGTON

Seattle: *SD Biz,”’ the northwest regional
Surface Design Association conference, will
be held June 27-29, 1986 at the University
of Washington, Seatde. For information:
Richard Proctor, School of Art DM- 10, Uni-
versity of Washington, Seattle, WA 98195,

CANADA
ONTARIO
Toronto: "'{Convergence '86."" sponsored
by the Handweavers Guild of America will be
held for the first time in Toronto, Canada,
luly 1720, 1986. The conference is co-

hosted by the Ontaric Handweavers and
Spinners and the Ontario Crafts Council, The
theme is *A Panorama of Canada—A Fibre
Spectrum.”’ For information: Ontaric Crafts
Council, 346 Dundas 5t. W., Toronto,
Ontario M5T 1G5, Canada.

WEST GERMANY

Delmenhorst: “‘Marketing Chances—
Handweaving/Weaving Design, "' the interna-
tional crafts meeting of Textilforum at Eichen-
hof Farm, will be held May 30, 31, and June
I, 1986 at Delmenhorst (near Bremen, YWest
Germany). Forinformation: Textilforume. ¥,
P.O.Box 59 44, D-3000 Hannover |, West
Germany.

TO ENTER

Deadline February 21, 1986 for the 29th
annual GuilflordHandcrafts Expo, July 17, 18,
19, 1986 on Guilford Green, spondored by
Guilford Handerafts, Inc. Open to all craft
media; juried by 5 slides only. For informaotion:
29th Annual Guilford Handcrafts Expo, P.O.
Box 221, 411 Church 5t., Guilford, CT
06437.

Deadline February 28, 1986 for ''Con-
necticut Creations,” a regional exhibition
open to Connecticut craftspeople and artists,
May 4 to May 24, 1986 at The Mill Gallery,
Guilford Handrafts Center, 41 | Church St._,
Route 77, Guilford, CT. Juried by 5 slides anly.
For information: SASE to Connecticut Crea-
tions, Guilferd Handcrafts Center, P.O. Box
221, Guilford, CT 06437.

Deadline February 28, 1986 for "'Small
Expressions '86," ajuried exhibition of small
scale works presented as part of Convergence
'86. For information: Small Expressions 86, c/o
Convergence '86, 346 Dundas 5t. West,
Toronto, Ontaric, Canada, M5T 1G5.
Deadline March 1, 1986 for entries in
“Spotlight '86."" a juried exhibition of work
by Southeast Craftspecple, May 21-24,
1986. This exhibition is held in conjunction
with the annual American Craft Council
Southeast Conference. For information: Ray
Ferguson, Conference coordinater, College
of Education, University of Florida, Gaines-
ville, FL 3261 |, (904) 392-0761.

Deadiine March |, 1986 for entries in the
Sheep 1o Garment Competition, July 22,
1986, held as part of Edmonton's Klondike
Days Exposition. For information: Lyn Pfleu-
ger, Box 120, Bragg Creek, Alberta, TOL QKO
or Lois Milner, R. R. 8, Calgary, Alberta, T2|
2T9, Canada.
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Deadline March 31, 1986 for participation
ina faur harness sample exchange offered by
the Squamish Weavers and Spinners Guild,
Britannia Beach, British Columbia, Canada.
The theme is Huck Weaves. For information:
Jane lverson, Box 97, Britannia Beach, British
Columbia, Canada, YON 1]0.

Deadline April |, 1986 for 'Personalized
Fibres,” to be held as part of Convergence
'B6. For information: Handspun Entries to:
Carole Gay, 34 Scatler Avenue, Etobicoke,
Ontario, Canada M%B 1G6; Handwoven
entries to: Barbara Zimmer, 97 Markiand
Drive, Etobicoke, Cntario, Canada M9C
IN7.

Deadline April I, 1986 for "*Needle Ex-
pressions '86,"" a national open competition
sponscred by the National Standards Council
of American Embroiderers. The exhibit will
be held at The Athenaeum in Alexandria, Vir-
ginia from August 31 to October 12, 1986,
Slides due by April 1. All entries must be
accompanied by entry form. For prospectus:
SASE to Dixie Rettig, 7854 Midday Lane,
Alexandria, VA 22306.

Deadline April |, 1984 for applications to
apply for summer 1986 assistantships at the
Arrowmont School of Arts and Crafts. Assis-
tantships are available for five week periods,
with tuition, room and board being provided
in exchange for the assistant working at the
school. Far information: Arrowmont School
of Arts and Crafts, P.O. Box 567, Gatlinburg,
Tn 37738.

Deadline April |, 1986 for applications for
'Friends of Arrowmont’” scholarshipsin the
amount of up to $250.00 available to aselect
group of individuals who show monetary need
in order to be able to attend a ¢lass at the
Arrowmont School of Arts and Crafts. For
information: Arrowmont School of Arts and
Crafts, P.O. Box 567, Gatlinburg, TN 37738,

Deadline May | for slides and May 24, 1986
for hand carried entries for *'Fiber Celebra-
tion '86."" a juried exhibit sponsored by the
Narthern Colorade Weavers Guild. The
exhibit will be held June 2 through June 27,
1986 at the Loveland Museum, Loveland,
Colorado. For information: SASE to Fiber
Celebration '86, 5515 West Hwy 34, Love-
land, CO 80537,

Deadline June 1, 1986 for adesign competi-
tion in celebration of the Great Lakes Lace
Group’s 10th anniversary. For information:
SASE to Linda Knapp, 17757 Redfern, De-
troit, MI, 49219,

Deadline August 2, 1986 for "‘Just for
Fun,"' a multi-media exhibition open to all craft
media and fine arts. Sponsored by Guilford
Handcrafts, Inc. the exhibit will run from
October 5 to October 15, 1986 at The Mill
Gallery, Guilford, Connecticut. For informa-
tior: SASE to Just for Fun, Guilford Handcrafts
Center, P.Q, Box 221, Guilford, CT 06437.
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 Commoenwealth 4B, Chicago, IL
60657,

no deadline stated: The Association of
Michigan Basketmakersare currently accept-
ing teacher proposals for the 1986 Michigan
Basketmakers Convention, Detroit, Michi-
gan, October | 986. For information: Kathleen
P. Crombie, Convention Chairperson, ¢cfo
Tint & Splint Basketry, 29529 Ford Rd.,
Garden City, MI 48135.

ANNOUNCEMENTS

Position available: Arrowcraft Shop Man-
ager, Gatlinburg, Tennessee; Art/Craft &
Business/Merchandising background and
experience. For information. Sandra Blain,
Arrowmont School of Artsand Crafts, P. O,
Box 567, Gatlinburg, TN 37738, (615}
436-5860.

“Access: Ability,” the only national not-for-
profit network of artists creating hand-made,
one-of-a-kind and limited edition garments,
accessories and jewelry is now operating. The
arganization provides a forum through which
wearables artists can communicate with and
support one another. Membership: $35.00/
year. For information: Sue Nechin, Executive
Director, Access: Ability, 2920 N. Common-
wealth, 4B, Chicago, lllinois 60657 (312)
248-7552.

Weaving and Spinning Teachers of the
Year: Inan effort to give deserved attention
to outstanding teachers in the fiber commu-
nity, Teaching for Learning is sponsoring
Teachers of the Year awards. Both spinning
and weaving teachers will be recognized with
up to three awards given in both areas. The
judges are Else Regensteiner, Peris Grayson
and Deborah Chandler. Nominations can be
made by anyone by sending in the nominee's
name and a short essay on why this teacher
qualifies for an award. Initial nominations will
be taken from January | through April 15,
1986. Award recipients will be announced in
the September issue of Teaching for Learn-
ing. For information: Deborah Chandler,
Weaving Futures, Box 7294, Boulder, CO
80306,

The Utah State Navajo Sheep Project
has now found a permanent home. The
Project will now be housed five minutes
northeast of the main Utah State University
campus on a foothill bench overlooking the
Cache Valley. New fences, corrals, barns and
ather working facilities must be built, so there
is a real need for funds to cover the
construction costs. For information on the
Navajo Sheep Project or to make a
contribution, write to the Navajo Sheep
Project, Department of Animal, Dairy &
Veterinary Sciences, Utah State University,
Logan, Utah 84322-4815.

A few Churro sheep fleeces remain from
the project’s annual wool sale. Write to the
above address for a price list. Fleeces will be
sold on a first-come first-serve basis.

CLASS SCHEDULE
WINTER/SPRING
1986

\ SANTA FE CEN

DrariNG FOR BEGINNERS
Lyunie Horpedahi, Feb, 3-7

*INTERMEDIATE & ADVANCLD
DrAPING
Lvine Horpedall, Feb 3-7

*EvENING Crass IN WEAVING
Avnetie Chandet, Feb, 3-7

BrEGINNING KNITTING
Marcia Keldk, Febo 12 & 26
& March 3 & 12

CoLor BLenping On & Orr Loom
Katherine Svlvan, Feb, 17.24

*Cotren BASKETRY
Karcit Scars, Felh 2428

ScanNpINaAviAN RUuGc WEAVING

Joanne ]’".f.d:’arm’icTal March 3-7 & [0-14

TaPESTRY WEAVING
with Mary Lane from the
Schener Tapestry Gallery of New York,
March 25.29

BE(}INN]N(E-IN'I'F,RMF,I)IA'I‘E
WEAVING
Arneste Chander, March 24.28,
& March 31-April 4

INTERMEDIATE PATTERN WEAVING
Marcia Kolk, April 825

SPRING KNITTING FOR BEGINNI-ZRS
Farilic Wacaser
Aprit 9 f6, 23, 30

WEAVING AND IKAT
Mary Raweliffe Cofton
May 6-16

KNITTING MACHINES

FOR BEGINNERS
Kathleen Walke, Mav 12-16

KniTTinGg Maching 1
(INTERMEMATE)
Kathleen Walke, May 19-31

BrGINNING WEAVING
Marcia Kolk
Mav 2030 & Juve 2-6
*everting cldsses

Fur complete semester class
schedule and fees call or write:
1201 CERRILLOS ROAD
SANTA FE, NEW MEXICO 87501
(505) 983-1168
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STUDY & TRAVEL

STUDY

ARIZONA

Mesa: The Mesa Cultural Program offers an
ongoing series of classesin the fibersarts. For
information: Mesa Cultural Program, P.O. Box
1466, 155 N. Center, Mesa, AZ 83201.

CALIFORNLA

Berkeley: The Pacific Basin Gallery of Tex-
tile Arts will sponsor the following lectures
in 1986: ''Helmets/Headdresses,”’ by Can-
dace Kling, March 3; "‘Spatial Texts,” by
Francis C. Butler, April 18; " [lluminated Sculp-
ture,"” by Victoria A. Rivers, May 19
Mendocine: The Mendocino Art Center,
Textile Apprenticeship Program will now have
Artists in Residence during winter and spring.
For information: Lolli Jacobsen, Program Coor-
dinator, Textiles, Mendocine Art Center
Textile Apprenticeship, 45200 Little Lake Sc.
P.CQ. Box 765, Mendocing, CA 95460 (707)
937-0228.

MAINE

Deer Isle: Brochure available for 1986
Summer workshops. Applications deadline
April 15, 986, Beginning, intermediate and
advanced level classes in clay, quilts, wood,
metals, fibers, graphics, fabrics, weaving, glass-
blowing, papermaking, blacksmithing, jewelry,
clothing design. For informatien: Maystack
Mountain Schoot of Crafts, Deer Isle, Maine
04627 {207) 348-6946.

MASSACHUSETTS

Somerset. Concentrated 15 hour work-
shops on dyeing, March 21, 22, 23, and May
2, 3,4, 1986. Procion fiber reactive dyes on
cotton and silk and acid dyes on wool. Work-
shops will cover procedures, practical infor-
mation and include hands-on dyeing exper-
ience. Enrollment is limited to 10, For infor-
mation: Pro Chemical & Drye, Inc., P.O. Box
i4, Somersec, MA 02726,

MISSOURI

Fayette: The Weavers' School provides an
intensive weaving experience for those inter-
ested in exploring beyond the four shaft loom.
Classes include: Introduction to Complex
Weaves, The Weaving and Finishing of Cover-
iets, and The Drawloom. Sarmples are woven
on eight shaft jack looms and Glimakra coun-
termarche jooms with draw attachments.
Students live inexpensively at the school for
2, 3 or 5 day classes with the eption of remain-
ing lenger for individualized instruction or
project weaving. Classes are restricted in size
to insure maximum individual progress. For

information: Madelyn van der Hoogt, The
Weavers' School, Route One, Fayette, Mis-
souri 65248 (B16) 248-3462.

NEW JERSEY

Saddle River: Palisades Guild of Spinners and
Weavers, Saddle River, N) presents alecture
and hands-on waorkshop with Allan Fannin on
March 21, 1986 and a workshop on March
22. Mr. Fannin will design and tailor the pro-
gram for the individual participants’ interest,
skill and questions. For information: Dixie
Francis, 7 Fax River Crossing, Mahwah, NJ
07430 (210) 262-6395, 9-5, M-F or (210)
825-904% after 6 p.m.

NEW YORK

New York City: The New York Guild of
Handweavers will sponsor a lecture by Lois
Brubeck, February 22, 1986, entitled " The
World of Moroccan Rugs,” at the Crafts
Students League, YWCA of New York, 610
Lexington Ave., at East 53rd 5t., New York
City. For information: Polly Barton, (212)873-
1995 or write to the New York Guild of
Handweavers, 239 W, | 5th 5t., New York,
New York 10011,

OHIOC

Oberlin: Charles Lermond offers a variety
of workshops at the Loom Shed for 1986, For
information: The Loom Shed, 278 S, Pleasant
St., Oberlin, Ohio 44074,

PENNSYLYANIA

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:
Kiara Cherpov Workshop, Historic Smithton,
900 West Main St., Ephrata, PA 17522.{717)
738-3333.

TENNESSEE

Gatlinburg: The Arrowmont School of Art
and Crafts announces its | 986 Spring Werk-
shop Program of one-week fiber classes to
be held March 3-28, [9B6. The School will
offer one and two week classesin fibers during
its 1986 Summer Workshop Program, June
9-August 15, 1986, For information: Arrow-
mont School of Arts and Crafts, P.O. Box
567, Gatlinburg, TN 37738 (615)436-5860.

VERMONT

Ludlow: Fletcher Farm School for the Arts
and Crafts will offer week-longand weekend
fiber courses for beginning and advanced
students, during its summer session. For infer-
mation: SASE to Fletcher Farm School, Lud-

low, Yermont 05149,

WASHINGTON

Tacoma: The third study retreat sponsored
by the Council of American Embroiderers will
be held June { to 14, 1986 at the University
of Puget Sound. The Summer Seminar, *“From
Scund to Summit,”’ will be held from June 9
to |4, 1986, in conjunction with the study
retreat. For infarmation: SASE to NSCTAE,
P.O. Box 8578, Northfield, IL £00%3.

WEST VIRGINIA

Ripley: The Cedar Lakes Crafts Center
announces its spring schedule of craft work-
shops. The firde week of warkshaops, March
3-7, 1986, includes weft face rug weaving:
March 24-28 includes clothing construction,
For infarmation: Cedar Lakes Crafts Center,
Ripley. West Virginia 25271 (304) 372-6263.

AUSTRALIA
QUEENSLAND

Brisbane: The Australian Flying Arts School
annaunces a new ¥Veaving Correspondence
Course, written by Janet De Boer, andspon-
sored by the Crafts Board of the Australia
Council. For information: The Coordinator,
Correspondence Courses, Australian Flying
Arts School, c/o Brisbane CAE (Kelvin
Grove), Victoria Park Road, Kelvin Grove
Q 4059.

TRAVEL

Nepal and northeast India: A Tour of
Artisans and Himalayan Cultures, Feb, 22,
1986-March 16, 1986, Forinformation: Global
Views, R.R. 3, Spring Green, W1 53588, (608)
583-5311.

Peru: Weavers Hike in Peru, 3 weeks in May
and June 19386, Customized tour featuring
8-day trek through remote villages. Visit Lima,
Cuzco. Machu Picchu, Titicaca. For informa-
tion: Betty Davenport, 1922 Mahan, Richland,
Washington 99352 (509)946-4409.

Peru and Bolivia: The Ancient Weaving
World of Peru and Bolivia, a tour led by John
A Davis, March | | to 24, | 986. Forinforma-
tion: Holbrook Travel, Inc., 3540 NWY | 3ch
St., Gainesville, Fiorida 32609, {904} 377-
FARNE

Scandinavia and the USSR: The fifth bien-
nial crafts tour conducted by Michael Scott,
editor of The Crafts Report, June 30 to july 21,
1986. For information: SASE {business size} to
Michael Scott, 3632 Ashworth North,
Seattle, Washington 98103,
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FRODUCTS

Harrisville Designs

Harrisville Designs introduces the Model T/8
loorn, an eight harness version of the Model
T. kt features a 36" weaving width, 8 har-
nesses, jack action, rising shed, and is of hard-
wood construction. The loom comes with
800 large eye or flat steel heddles and a reed
of your choice. It has an adjustable friction
brake system and snap chain tie-up system.
Harrisville Designs now offers their entire line
of looms in assembied form as well as in kits.

Harrisville also announces production of
the Shuttlette, a small version of the larger
HD boat shuctle. It takes the same full-sized
bobbin as the bigger shuttles.

Harrisville Design Direction is a
weavers' pattern booklet complete with fab-
ric swatch, yarn samples, weaving draft and
instructions. lt is intended for beginning to
advanced weavers and includes allinformation
necessary for choosing and buying colors and
amounts, warping, weaving and finishing the
fabric. Anartist's sketch of a possible garment
is also included.

Forinformation on any of the Harrisvitle
Designs products, contact Harrisville Designs,
Harrisvilie, New Hampshire 03450, (603)
827-3333.

Ribbon

C.M. Offray & Son, Inc., are manufacturers
of a luxurious double-faced satin ribbon in
several widths ranging from !} inch to | inch,
plus numerous other novelty and grosgrain
ribbons. They have recently introduced a
polyester knitting ribbon in a Y, inch width
suitable for use in weaving. (See the ribbon
jacket elsewhere in thisissue.) The following
distributors  can  be contacted for
information on local sources of the ribbons:
Craft World, P.O. Box 779, New Windsor,
MD 21776, Leisure Arts, Inc., P.O. Box
5595, Lietle Rock, AR, 72215. Kendex
Corporation, 31332 Via Colinas #107,
Westlake Village, CA 91362, Cosgrove
Enterprises, 13000 N.W. 3Bth Avenue,
Opa Locka, FL 33054. Leff Brothers, P.O.
Box 474, Houston, TX 7700 1. Gay Bowles
Sales, Inc., P.CO. Box 1060, Janesville, WI
53547,

Flax

Euroflax, Inc. of Rye, New York currently
stacks two forms of flax for the handspinner.
Flox roving is a fiber that has been ¢leaned, dyed
and combed. It forms a loose, continuous
stiver of about one inch in diameter that can

be spun dry from the hand without further
preparation. ¢ is available in 3| colors.

Long line flax is stocked in natural and a
limited number of dyed colars. It comesin 3.5
ounce (100 grams) stricks (twisted hanks). For
information: Euroflax, Inc., P.Q. Box 241,
Rye, New York 10580.

Designer Witch Engine

Simpson's of Llangollen, ¥Wales announces the
development of a Designer Witch Engine for
the American weaver. It is a dobby mechanism
of 24 harness capacity designed for attach-
ment te a variety of looms, particularly those
withan overhead castle such as the Glimikra
Standard. It will fit loams with an inside weav-
ing width of 42 to 64 inches. In most cases,
it reguires no changes to the basic loomn and
it can be readily be dismounted and replaced
with the normal harness assembly.

This loom is in addition the the Produc-
tion Y¥itch Handloom which was intreduced
at Convergence "84 which is larger witha 36
harness capacity, a four box fly shuttle, auto-
matic cloth advance and other features that
enable very rapid praduction. Fer information:
The Looms, Shake Rag St., Mineral Poine,
Wisconsin 53565.

Custom Made

Mm
ApJg

QUALITY REEDS FOR
COVER B0 YEARS

Made To Your
Specifactions,
Carbon or Stainless Steel
2-30 Denrts per inch,
Various Lengths and Widths
{Metric Reedrs also available)

Worite for Price Lise
BRADSHAW MANUFACTURINGCO.
PAY. Bux 5605
Wost Columbia, 8C 29171-964%
CHOAE 79-1151

Call Toll Free
1-800-THE LOOM
843-5666
In Michigan (313) 547-9159
Freight Free up to $50

Handweaving Looms from

GLIMAKRA « NORWOOD « SCHACHT
' » LECLERC » BEKA ¢« CRANBROOK oM

~ PIPYCRAFTS & ASHFORD 7Y~
Spinning Wheels

g

Institutional Inquiries Welcome

THE GOLDEN
HEDDLE

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

— (313) 547-9159 E u

ANNOUNCING
TEACHERS OF THE YEAR
1986 AWARDS 1986

TO BE NOMINATED BY YGU

TO BE JUDGED BY
Else Regensteiner
Persis Graxsen

Deborah Chandler

for more information, write to:
TEACHING for LEARNING
Box 7295
Boulder, Colorado §0306
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Is your set of
The Weaver’s

Journal complete?

If you are missing some issues or are a new subscriber, take advantage of -
this opportunity to order back issues while they are still available.

WEAVER'S JOURNAL back issues

Circle items you wish to order. Indicate quantity at

right.

Su 78 (#9) $2.50 ___
W 79 (#)1)$2.50
S79(#12) $2.50
Su79 (§13)$2.50
W B0 (F15)$2.50
S 80 (#16) $3.00 ____
Su 80 (£17)$3.00 ___
F 80 (#18) $3.00 ___
Su Bl (#21)83.00
Su 82 (#25)$4.00
F 82 (#26) $4.00 ____
W 83 (§27)$4.00

S 83 (#28 $4.00
Su 83 (#29)$4.00
F 83 (#30) $4.00
W 84 (£31)$4.00

S 84 (#32) $4.00

Su 84 (#33)$4.00
F 84 (#34) $4.00
W 85 (#35)$4.00
S B5 (36) $4.00
S 85 (£37)$4.00
F 85 (#38) $4.00

Postage/Handling Charges $1.50 for the firstitem ordered
and .25 for each two additional issues. Outside the US: $2.00
for the first item ordered and .50 for each two additional issues.

Postage/Handling $

Total $

Please charge my Master Card/Visa [

Number:
Signature

Expiration date:

Subtotal $

Please make checks or money orders in U.S. funds
payable to: The Wegver’s journal, P. O. Box 14238, 5t

Paul, MN 551 14.

i Name
Address

City

State or Country

Zip

Summer 78 $2.50

Fabrics for intericrs, summer &
winter rugs, corded weaves,
wool finishing, bag shirt, double
weave jacket, Andean crossed
warp techrique, part 2.

Winter 79 5250

Woven garments, sprang plaited
garments, woven fringes, Japa-
nese coat, crackle weave, raw
shk reeling, neurral soap recipe.
Spring 79 $2.50

Swivel weave, miniatures, cover-
fets in 2-tie weaves, spot-weave
Fugs, woven garmencs, basketry.
Summer 19 $2.50

Rug issue. Shaped, sculprured
rugs, rag rugs, corded weaves,
backed cloth weaves, multi-
harness crackle weave, spinning
dog hair, business of weaving.
Winter 80 $2.50

Clothing issue. Strip tunic, circutar
shavel, cape, corron shires, lizurgi-
cal weaving, accessories, indigo
dyeing, computer weaving. Series:
Multi-harness weaving course.
part |; Tapestry course, part |,
Spring 80 $3.00

Rug issve. Rug design, shadow
weave rups, shaft switching, inkle
bands, summer & winter pile
afghan. Series: Multi-harness
weaving course, part 2, twills and
satins; Tapestry course, part 2.
Summer 80 $3.00

Shaft switching, corlscrew
weave, 4-harness damask, trans-
parencies, hopi embroidery, pine
needle baskecry, balinese ikac, silk
dyeing and starching. Series: Multi-
harness weaving course, part 3,
twlll derivatives, Tapestry course.
part 1

Fall 80 $3.00

Keep-warm projects, man-made
fibers far weavers, Karelian Red
pick-up, place mars, color &
weave effects in summer &
winter, shaft-switch rugs. wedge
weave, Series: Multi-harness
course, part 4, twill derivatives;
Tapestry course, part 4.

Summer 81 $3.00
Tablecloths, runners, windaw
coverings, liturgical weaving,
multi-harness M's and O's, satin
with long-eyed heddies, shaft-
switching for 3-end drafts, felt

Surnmer 82 $4.00

Fabrics for interiors. interview
with Jack Lenor Larsen, stitched
double cloth, matelassé. weave
analysis, cardwoven rug selvages,
finen shirt, colombian braid, back-
strap weaving.

Fall 82 $4.00

Special Flax isswe. Flax processing
and spinning, linen weaving and
dyeing, linen apron, shires,
towels, runners, rug design,
tlocks and profiles, boutonne,
Weavecar |. Senies: Whig Rose
study, part 1.

Winter 83 54,00

Chothing issue. Coats, capes, tri-
angular shawl, plaid shawl, vest &
skirt, jackets, crochet finishas,
band finishes, tapestry bag,
double two-tie twills, 5-block
weave with long-eyed heddles,
Series; Whig Rose study, part 2,
Spring 83 400

Rug issue. Rep weaves, rug weav-
ing, rug projects, double-weave
pick-up, designing 4-harness
double weave, color in summer &
winter, enlarged patterns, plaiced
twills, Series: Intro. to computers
for weaving, parc |,

Summer 83 §4.00

Ethric textiles issue. Museum tex-
tiles, Shaker textiles, Norwegian
Tapestry, Peruvian lens, Mavajo
weaving, Southwest Indian twill
tapestry, Sumbanese ikat, Guate-
malan weaving, |apanese weaving,
traditional damask, 4-block
double weave for 4-harness,
space dyeing. Serfes; Intra. (o
computers for weaving, part 2.

Fall 83 54.00

Handspun yarns for weavers,
handspun & handwoven saddle
Blanket, rainbow dyeing, flame
retardants, mothproofing, yarn
counts, hame draft program,
transparencies, onicn basket.
Series: Intro. to computers for
weaving, part 1.

Winter 84  $4.00

Clothing issue. Jacket, shirt and
skirt projects, woven sweaters,
beginners tops, weave & knit
garmenus, seersucker blazer,
Kinsale cloak, computer weaving,
coten spincing, 5. LaPlantz bas-
kets, vestments, roulti-shaft over-
shot on opposites,

Spring 84 $4.00

Rug issve. Flamepaint rugs, meet
& separate rugs, block drafts for
rugs, shait-iiu:hing devices and
techniques, Mult-colored dyeing,
Kool-Aid dyeing, quilted cover-
fet, blanket weave, Tarascan
tace, block weaves with fong-
eyed heddins, Masterweaver
loom.

Summer B4 $4.00

Jacquard loom, Girdie of
Rameses, Norwegian card-woven
befr, place mats, overshot hang-
ing, felred jacker, Beiderwand
dress, shaft-switch rugs, Greek
splis-ply twining, knotted Chinese
button.

Fall 84 $4.00

Antique spinning and weaving
taels, turned drafs in double 2-
tle . Chinese drawl
natural dyeing, ramie blouse,
heathered yarns, Salish spinning &
weaving. Series: Textile conserva-
tion, part |,

Wintar 85 3$4.00

Clothing issue. Wrist-to-wrisc
garment, rablec-woven garments,
pulied-warp technique for shap-
ing, cotten vest, wool vest &
skirt, liturgical weaving, Tied
Lithuanian, man-made {ibers,
doublejack. Series: Teutile con-
servation, part .

Spring 85 1400

Scandinovian Traditions. Rugs &
tapestries of Mirca Maas Fjetrer-
stram, Finnish rya artist, Norwe-
gian bralded fringe, log-cabin rag
rugs, double-faced kroldragd,
shaft-switching device, designing
for an interior, block weaves
with long-eyed heddhes. Series:
Textile conservation, part 3.

Summer §5  $4.00

Rabari shawl, {Inda} 5- and 7-loop
braids, Middie Eastern Kafran
fabrics, satin weave bag, Greek
Chemisas, Macedanian shirt, weft
ikat, Japanese ikat. Ykar blankers of
Baliwa, Series: Textile
Conservation part 4.

Fall 85 34.00

Figures in Boundweave, scaffold
weaving, complex weaving,
medieval card loom, card woven
fringe, preparation of silk in Japan,
silk dyeing. planting a dye garden,
Churro sheep in the Navajo
tradition, Equipment Forum.
Series: Color Theory, part |




THE WEAVER'S MARKET CLASSIFIEDS

The Weaver's Market classified adver-
tising rate is .73 per word, $15.00
minimum. Deadline for the spring issue
is March 15, Pre-payment must accom-
pany ads. Send your ad copy to: The
Weaver's Market Classified, c/o The
Weaver's fournal, P.O. Box 14238, St
Paul, MN 551 |4,

EQUIPMENT

GLIM&KRA. LECLERC, HARRISYILLE, &
BEKA: Low prices. Charkhas, woolpickers, knit-
ting rachines, dyes. Free catalog. Woolery, Genoa,
NY 13071. (315) 497-] 542,

GLIMAKRA, 40* 4 harness countermarche loom
with bench. Good condition, $800. ane Hesse,
4|47 Scone Street, Houston, TX 77084, (713}
B59.73186.

NEW FROM SIMPSONS OF LLANGOL-
LEN, a Designer ¥itch Engine {24 shaft dobby),
for attachment to a variety of looms. Alse 36 har-
ness production dobby. Qur automatic denters
again available. The LOOMS, Shake Rag Street, Min-
eral Point, W 53565, (608) 987-2277.

45" AVLPRODUCTION DOBRBY for sale. |6
shafts, 2 plain warp beams, raddle, extra heddles.
Dauglas fir. Perfect working condition. $3200 plus
shipping. Call Sharon Alderman (B01) 467-9805.

FOR SALE. Berga-Ullman B-harness, |10-treadle
floor loom for sale. Beautiful Norwegian
contramarche. 54°" wide. Great condition. $800.
F18-728-0027 (NYC)

PUBLICATIONS

ARS TEXTRINA - A new scholarly professional
journal deveted te the history, theory and practice
of complex weaves. Subscription and paper submis-
sioninfarmation from Ars Textring, P.O, Box 370,
University of Manitoba, Winnipeg, Manitoba, Cana-
da, RIT 2N2.

drawdown program for the APPLE Il PLUS or lle.
Up to 8 harnesses, |0 treadles, 280 warps, 160
wefts, Features color, magnification, rising and sink-
ing sheds, printouts of pattern and draft in traditienal
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 information
contact COMPUCRAFTS, RFD 2 Box 216, Lin-
coln, MA O1773.

SHUTTLE CRAFT GUILD MONOGRAPHS
with their roots in writings of Harriet Tidball and
Mary Atwater are available, Other writersinclude
Virginia Harvey, Margaret Windeknechr, Sylvia
Tacker and others. 39 titles in all! Inquire at your
iocal weaving shop or send SASE to HTH Publishers,
PO Box 550W, Coupeville, WA 98239

PATTERN DEYICES FOR HAND-
WEAVYERS —Detailed instructions for Beider-
wand, darmask, double weave, twills, supplementary
warp and weft using standard fooms, pick-up meth-
ods, or special devices: long-eyed heddles, draw-
leoms, etc. $18.00 plus $2.00 shipping. Dealer in-
quiries welcoma. Doramay Keasbey. 5031 Alta Vis-
ta Road. Bethesda, Maryland 20814,

MULTIPLE HARNESS PATTERNS from the
early 1 700s: The Snavely Patterns. T 10 drafts, draw-
downs, photos. $8.50 ppd. Isabel (. Abel R.D. 4,
Box 44, Altoona, PA 16601.

HANDMADE FELT by Marianne Ekert; the
complete guide to making shaped boats. mittens,
waistcoats, hats, bags or whatever! Clearly illus-
trated throughout, Send US $6.00 plus .75 p&h
{$2.00 airmail) to Textile Tools Ltd., Sunshine Bay.
Eastbourne, New Zealand. Trade enquiries wel-
comad.

SOFTWARE FOR WEAVERS ... A
RESOURCE by Lois Larson. Over 60 programs
featured with printouts, comparisons, sources etc.
Invaluable in your software search, $13.50 CAN.
Lais Larson, 25 Montcalm Avenue, Camrose, Al-
berta, AR T4V 2K9 Canada.

PATTERNLAND™ The Weave Simulator™

NEW revised edition
Send $6.95 10 Indigo Press
DCROTHY T MILLER

59350 Fern Flat Rd
Aptos, CA 95003

Crrederr Ao for Frem nchgo seeds ineach book

[Indigo]
A

&

FIBRE FORWUM is the tri-annual magazine of the
textile arts for Australia. Subscriptions in 1986 are
$16inthe USA and $20 in Canada: includes color.
Subscribe through R. L. Shep, Box C-20, Lopez Is-
land, WA 9826 | —or through The Textile Booklist,
P.Q. Box 4392, Arcata, CA 95521, Fee should ac-
campany subscription,

COMPUCRAFTS introduces “ THE WEAVER"
“1983. An extremely powerful computer weaving

for weavers and professional fabric designers. Warp-
face, weft-face, and balanced weaves up to 1000
weft by 640 warp: 32 harnesses; 64 wreadles; 16
colors. Draw-up, draw-dewn, plus new Weave
Wizard™ pattern analysis module. Numerical or
graphic input with comprehensive editor and filer.
IBMPC, 192K required. Mouseable. Maple Hill Soft-
ware, Plainfield, Yermont 05667 . (B02) 454-7310,
evenings. VISA/MASTERCARD/POs. $10 demo;
introductory offer: $100.00.

STUDY

THE WEAVERS' SCHOOL offers spring classes
in Complex Weaves (introductory and advanced},
Coverlets {weaving and finishing in 4H overshat,
surnmer and winter, double weave, Beiderwand)
and The Drawloom (damask, double weave, tied
weaves, laces, and many others}. Inexpensive room

and board avaitable at the schoolfer 2, 3, and 5 day
classes. For brochure write: Madelyn van der
Hoogt, The Weavers' School. Route One, Fayette,
Missouri 65248,

KATHERINE SYLYAN has moved 1o Santa Fe,
New Mexico and is available to teach workshops
nationally in Celor Blending, Theo Moarman Inlay
Technique, and Dyes for the BG's. Send for bro-
chure, {015 Calle Largo, Santa Fe, NM, 87501,
(505} 988-5330.

France Gobelins Tapestry
In Provence by master weaver formerly
of Cobelins, 20 years experience, Only 4
students per course. Two or four week
courses  (summer). Write Mme
MESNAGE, Mas def asty Allegre, 30500
St Amhbroix, France.

WEAVING 2 week workshop (Spring 86} in weav-
ing and other Swedish handerafts. For prospectus
write: Valda Vivstuga, P1. 4080, 5-43400 Kungs-
backa, Sweden.

GREECE—WEAVING COURSES. Traditional
Greek weaving techniques— I8 days. Oriental
knartted pile carpets— 14 days. Instructor Greek
weaver, Information: Katerina Kalamicsi, Box
2700%a, 11702 Achens, Greece.

GREECE. Concentrated courses in traditional
Greek weaving, spinning and natural dyeing tech-
niques. VWell equipped island studio. Expert instruc-
tion, Details: Textile Arts Center, Iperidou 5, Plaka,
16558 Achens, Greece. Tel. (01301) 3223335,

3 h ]

The Northern Vermont School of Fiber Arts

KD 2 = 5. Johnsbury, Vermont 05819
Intensive Study Programs - January & June
Beginning & Advanced Studies in Fiber Arts

College Cradits Available Send for Detalls

KLARA CHEREPOY WORKSHOPS. Master
weaver/designer Klara Cherepov. to present work-
shops at Historic Smithron, one of the East’s most
picturesque country inns. After an unparalteled 52-
year career in Europe and America, Mrs, Cherepoy
is eminently qualified to teach all areas of design,
all the fiber arts including spinning, knitting, crochet-
ing and handweaving rom the most elementary to
24-harness. For full details write: Historic Smithton,
900 West Main Street, Epbrata, PA 17522 or call
{F17) 738-3333.

TRAVEL

YUGOSLAVIA/HUNGARY CRAFT TQUR
July 'B6. Visit handknitters, naive painters, Kiskun-
halas lacemakers, Hungarian feltmakers, Prof, Wil-
san, Craft World Tours, W|-6, 6776 Warboys
Road. Byron, NY 14422 (7168) 548-2647.
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LONDON, IRELAND, DENMARK —Explor-
ing design and process in the woven arts. Visits to
museumns, studios, production centers and shops.
Dialogues with Irish and Danish designers about their
approaches to design and the woven arts. April 21—
May 5, 1986. $1995 from New York; $2250 from
Minneapolis. Cantact Schilling Travel, 722 Second
Avenue South, Minneapolis, MN 55402 (612) 332-
1100, Outside Minnescta, 800-328-0302.

TEXTILES AND FOLK TRADITIONS OF
TURKEY . Summer study tour with Catherine Van
Steen and Linda Griggs. June 9-July 1. Istanbul,
Bursa, Ankara, Cappadocia, Konya, Pamukkale, plus
a 6 day workshop in carpet and kilim techniques.
Details: Linda Griggs, 416 Laurent Street, Santa
Cruz, CA 95060 (408) 423-8244, or Textile Arts
Center, lperidou 5, 10558 Athens, Greece.

TEXTILES AND FOLK TRADITIONS IN
GREECE. August 4-26. Workshop and tour of
traditional Greek weaving led by Linda Griggs and
Catherine Van Steen. Contact: University of Cali-
fornia—Extension, Santa Cruz, CA 95064, (408)
429-297).

YARNS, FLEECE, FIBERS

MILL END YARNS, threads, etc. Nacural, syn-
thetic and blends, varied sizes and types. Newitems
added constantly. Low mill end prices on yarns.
Sample catalog and mailing list for | year $2. THE
GLEANERS YARN BARN. P.O. Box 1191, Can-
ton, GA 30114,

ver-cdintroducing.....

10 new SILKS!
to our existing wide range of silk yarns and fibers.
Including several more silk boucles, silk/wool 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, Whaonnock, B.C |
Canada, YOM 150,

QUALITY NEW ZEALAND
HANDCRAFT FLEECES

Very clean, long & well skirted. All orders,
only U.5. $2.95/1b., pép cxtra. Samples frec.
JANETTE ML‘KF.NZFF., Gorrie Downs, Greta
Valley, R.D. North Canterbury. New
Zealand,

SILK.SILK.SILK. &0 exciting calors 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 30277-0477.

SHEEPSKIN PIECES —Cieaned random sizes
suitable for cut serip weaving. Makes wonderful rugs,
vests, seatcovers. Instructions with arder. 1b, $4;
5lbs. $16: 10 Ibs. $28; plus shipping. Custom Hand-
weaving, Box 477, Dept. W), Redondo Beach, CA
90277-0477.

EXOTIC FIBERS—-Cashmere, camel. mohair &
alpaca yarns. And now in spinning fibers too! Yarn
sampies $1 plus #10 (large) SASE ($.56). Custom
Handweaving. Box 477, Dept. W], Redondo Beach,
CA 90277-0477.

BEAUTIFUL HANDWOYEN GUATEMA.
LAN FABRIC 100% cotton. Make comfortable
clothing and extracrdinary curtains, pillows and nap-
kins that you will treasure! You have quality, selec-
tion and the best prices with BAZAAR CLOTH.
Samples $3.00. P.O. Box 7281, Santa Cruz, CA
95061-7281.

Headguartens

of the Socdheast

Complete Line of Spinning,
Dyeing, Weaving, Basketry
Supplies and Books.
Looms, Spinning Wheels,
Knitting Machines and Yarns

Millend Mailing List $3.00 per year
[rrmum, 4 matl-ouls)

Yarn Samples: $2.50
Spinning Samples: $2.00

Basketry Samples: $1 50
Bulky Yarng: 75

HOURS: Tues.-Fri. 1G-5, Sat 10-4

3208 Doclors Lake Dr
Orange Park, FL 32073
{904} 264.4235

HANDSPINNING COTTON: Ginned cotton
for handspinning. Can be carded and spun alone or
inblends. Canalso be spun un-carded. $1.25/b post-
paid. Minimum 15 pound lots only. Payment with
order. Fannin, Westdale, NY 3483,

FABRIC STRIPS FOR WEAVING. Send $2.00
for 4 mailings. Marityn Griffiths, 722 Seventh St.
Secaucus. N| 07094,

HIGH QUALITY WOOL AND COTTON
YARNS at low mill end prices. Four sample mail-
ings—52.00. Natural Fibers Only, Dept. W], P.O.
Box 1602, Bloomington, IN 47402,

ANDEAN TEXTILES. Beautiful, interesting and
collectable 1 9th and 20th century textiles from Bo-
livia, Peru, and Ecuador. Call collect: (512) 479-
8341, or write; Jodaline Importing Co., 381 | Hal-
penny Rd., Austin, TX 78722

HARD-TQ-FIND natural fibers. Offerings include
hand-dyed coverlet weight woo! inspired by 18th
century colorations, Hand-dyed variegated rug
wools, mahair, 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.

EWESFUL GIFTS. Everything with SHEEP on
it! Yarns, Looms, Spinning Wheels, Dyes. Books.
Send large SASE for our latest flyers. KNOTS &
TREADLES, 101 E. Picesburgh Street, Delment,
PA 15626,

COMPLETE SELECTION OF FIBER ART
SUPPLIES: We are the only North American
supplier of new Lanaset dyes for wool, silk and fur
blends. Also: Ciba Kiton Acid dyes, Cibacron F dyes,
Procion M fiber reactive dyes, Ciba Vart dyes, indigo,
natural dyes and mordants, Disperse dyes for
synthetic fibers; dyes for warp painting: Liquid and
Powdered Procion H dyes, Inkodyes; exclusive
supplier of Euro-tex Fabric Paincs; starter sets for
all dyes and fabric paints; Japanese brushes, resists,
safety and lab equipment, complete safery
information on all preducts, expert technical
assistance, fast mail order service; also brushes,
tools, books, natural fiber fabrics and many other
items. To receive our 1985-86 56-page catalog,
send $3.25 (US funds) to: CeruleanBlue, Ltd P.O.
Box 21168, Dept S5D, Seattle, WA 981 11-3168
USA.

GOSSAMER
SILK THREADS

Samples ss00

J.L. Walsh silk

el W
4338 Edgewond

Qakland, CA 24602

{415) 531-0307
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OR Bug Co. 74

Pendleron Shop 74

PRO Chemical & Dye
Co. 7

Karhenine Ramus 46

Rios Grande Weaver's
Supply 211

Sarua Fe Center for Fiber
Ans 77

Seone's Woolen Ml
Inc. 14

Schoolhouse Yarns 14

E. F. Shaw 92

Sievers Looms 7

The Silk Tree 13

Linda Snow 82

Spin 'n Weave o4

Surface Design Journal 70

Traching for Leamning ™4

Viv 33

J. L. Walsh Silk 82

Weaver's Journal
Publications &0

Weaver's Way 33

A Wesside Weaver 20

Wilde Yarns  §2
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AD-A-HARNESS LOOMS®

—Traditional Quality—

AD-A-CAD/CAM SYSTEMS "

—Trendsetting Innovations—

MANUFACTURED BY

MACOMBER LOOMS

P.0. Box 186 Beech Ridge Road - York, Maine 03909 - 207-363-2808
—ESTABLISHED 1936 —

Call or write today for our new catalog.



“TWwo HUNDRED YEARS
OF WEAVING HERITAGE LED Us
1O OUR AVL Loom”

Syleva auied Lrcalle Otiz, A Bigueergres, NWea Metion,

Far centuries, the Hispanic people of
porthern New Mexoco have been raising
sheep and weaving wool These crattspen-
ple have handed down ther skills for gen
erations m an unbroken link — building
roigh-hewn lpoms, designing colorfl fab-
rics, and weavng them off.

Sisters Sylviea and Lacille Urtz are the
zeventh peneration o3 famaly tree that in-
cludes the Ortegas of Chimsyo — one of the

Three gessrafivw: of New Merics ssaoan fafher b
disraitd feciamgue (Tromi Ton) Laerile Ordiz
Lrandeolier Efvera Komere (hodiong & dlaeke’ 1ie
wneed, Splvia Orfiz, Maffer Mare Girdiz

The AV 80 Produriron [1 iy Loy

most celebrated weaving familes m the
spathwest. After studying a vanety of an
forrs-fof &ix years oo the East Coast, they
decided to return to New Medeo in 1981
aned siart thesr pwn weaving business.

“We want to maintam our family's tradi-
ticnal apperoach to weavimg, vel we strive tio
create a very up-to-date look and feel. Thes
comnbimition of ald and new 2 what makes
pur fme, Ortiz Handwoven Originals, the
SUccess it is today,”

“Imapne; o took Grandmather all day o
weave a yaod, bt to compete in the modern
world, our looms have to produce three to
fhive yards an hour After extensive progisct
research, we invested o an AVL Produoc-
ton Loom.”

Whnly AVE. delivers the quality o comple-
ment our famidy tradition.”

m AVL LOOMS
=g = b= bl Orange 54, Dept. 36

Ui, Laliloamin 955970

:i" ” || : I F hh R9-4915
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AVL. Now the possibilities are endless.
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