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A NEW ELOQUENCE:
NORTHWEST COAST INDIANS’ BUTTON BLANKETS

Button blankets, an inventive response to new materials, have come into their own as

garments of striking beauty and cultural identity.

See page 60 Janet Catherine Berlo

Perfectly curious; every work
In which a cunning skill did lurk,
She had it at her fingers end, See page 78.

And lov'd therein fit time to spend. r
In black-works, white works, colours all,

That can be found on earths round ball.

John Batchiler, “The Virgin Pattern,”

1661, in An Anonymous Woman Her
Work Wrought in the 17th Century, 4
by Kathleen Epstein
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TRAPUNTO: A GIFT OF LIGHT AND SHADOW

This subtle stuffed quilting technique relies on fine needlework
to create its quiet elegance.

Martha Baker

A TRAPUNTO TEA COZY TO QUILT 66
White-on-white quilting produces a subtle beauty.
Marilyn Robinson
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A HISTORY OF COSTUME IN MINIATURE:
BETTY KINGSBURY’S FIGURINES

One artist’s growing project created a rich tapestry of historic costume.

Ruth Flanders

THE VERY STUFF
An accomplished needlepoint artist writes odes to the DMC colors of his palette.

Stephen Beal
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CONCERNYNGE THE EXCELLENCY OF THE NEDLE
WORCKE SPANISSHE STITCHE
From the Islamic world to Renaissance Europe to seventeenth-century England,

the traveling double running stitch has left its mark on history.
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SPANISH STITCH TABLE LINENS TO EMBROIDER 84_
Select from bands of graceful designs to suit your time and stitching experience.

Kathleen Epstein
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From the editor

Life is an affair of
putting on clothing.

Richard Wentz, “Clothed in the Beauty

of Possibility,” Parabola: The Magazine
of Myth and Tradition, Clothing,
August 1994
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Clothed in Possibility

My new calico, that second year on the home-
stead, was a lovely piece, black, sprigged all over
with tiny green leaves and red dots, and I liked
it better than any dress I ever had.

Grace Snyder, No Time on My Hands, 1963

I AM IN A SUNNY GARDEN in
Rochester, New York. It is just after lunch
and I am tossing the crusts of my sandwiches be-
tween the rows of strawberry plants to feed the
birds. I am four years old and wearing a pink seer-
sucker sunsuit. I love this sunsuit, I remember the
material when my mother had it by her sewing
machine. My older sistet’s is the same pattern
but blue. I touch the large, slightly pink pearly
button where one shoulder strap meets the yoke.
I am hot in the garden and a little dizzy, but not
just from the sun. In fact, my mother has asked
me if I feel all right, and I have lied. My throat
hurts too much to swallow, but I am not telling
her until I have to.

My mother, my sister, and I are shopping for
school. I am to be in the first grade, I think, and
am choosing a dress to start the school year. My
sister and I are in different areas of the store, at
least out of sight of each other. When we rejoin
my mother, who waits mid-store, we have chosen
the same blue-and-green-plaid dress in different
sizes. We look at each other, not sure whether to
be pleased or annoyed. There is something a little
reassuring about it. We get the dresses.

We live in a small house across the street from
a farm in the country and take a bus to a central
school. We spend much of our time in the fields
and woods. There is a skirt I have waited to
inherit from my sister; it is still a bit too long.
White, printed with strawberries and leaves, it
is a perfect circle. The trick is to whirl fast enough
so that it stands out like a plate, then drop so
smoothly that it ends up spread in a circle on the
ground. I practice for hours. It seems important

to do this right.

1995

From teaching creative writing, I learned that
almost everyone remembers clothing from her or
his childhood. It may be a cowgirl outfit with
six-shooters, or something less dramatic—a long
Christmas nightgown or a flannel shirt, but usu-
ally there’s a bit of dream or emotion attached to
it, often created by who gave it to us or where we
wore it. It may be an outfit that we love from the
beginning, for its pattern or texture, or some pri-

“mal affinity that can't be unravelled. Or one in

which we sense a possible self that others don't
see. Sometimes clothing is made indelible by pain.
In the college writing classes I taught, I found
that students often recalled sharply the day their
parents said they were getting divorced. They not
only remembered the weather and what they had
been doing before they were told, but also what
they were wearing,

I am shopping with my mother for a dress for
a high school dance. I fall in love with a long
white dress with a red satin rose at the waist. We
can't afford it. She buys it for me anyway. Al-
though I don't have a wonderful time at the dance,
the dress is important.

Do I remember clothes because of illness, my
bond with my sister (living S00 miles apart, we're
still likely to send our father the same birthday
card), some longing to pirouette perfectly and
see its results, my mother’s unexpected under-
standing? If I were to make a quilt of the cloth-
ing I remember, as the oldest living confederate
widow (see “Wordspinning,” page 90) imagines
a quilt of the fabrics of her life, are these the
clothes I would include? Would I begin with a
piece of pink sunlit seersucker? What would make
up your quilt?

VDerowcen

Veronica Patterson

Editor



BLUING BALLS

After reading “Washday Blues” (“A Stitch,”
September/October 1994), I thought readers
might be interested in “Russ Ultramarine Blue
Wash Blue In Balls—High Quality” from days
gone by. These bright little bluing balls came in
a quarter-pound box and cost ten cents. The
directions for use were: “Make a flannel bag four
inches square with only sufficient opening to
admit four balls. Put four balls in bag, tie shut.
Strain by hand in cold water until blue enough
then remove. Immediately blue the clothes, each
article separately, stir water occasionally.”

Kay Reiber

Twisp, Washington

SCHOOL MEMORIES

Linda Ligon’s remembrance-of-things-past
articles such as “Washday Blues” (“A Stitch”
September/October 1994) are always a delight.

Mrs. Stewart’s stern visage surveyed our back
porch from the shelf above the big copper wash-
ing machine (it even had gear shifts like a Model
A Ford), the wringer, and the deep enamel wash
basin. I never could quite understand how bluing
got things whiter,

Next to Mrs. Stewart on the shelf were bars
of Fels-Naphtha, redolent of gasoline, the ulti-
mate grease spot fighter—and craft material. One
of our fourth grade projects was to carve from a
bar of soap a small replica of one of Father Serra’s
California missions. I chose the elegant Santa
Ynez mission, with its long arched arcade, and
a bar of Fels-Naphtha. On dlass presentation day,
I was abashed to discover all my classmates had
made their missions out of snowy-white Ivory,
and there I stood with this dull ocher thing. That
provoked several smirks from my classmates.
However, the teacher singled me out for special
praise in having chosen Fels-Naphtha, whose
color so closely resembled the adobe bricks used
in mission construction. That provoked even
more smirks.

As the song says, “Thanks for the memories.”
Patti Laursen
Los Angeles, California

CAUTION: THEORIES SHOULD REMAIN THEORIES

I read the interesting article “To Tell a Story,”
by Trish Faubion, in the May/June issue. Two
recently published books on Harriet Powers
would enhance the Further Reading list: Stitching
Stars: The Story Quilts of Harriet Powers, by Mary E.
Lyons (New York: Chatles Scribner’s Sons Books
for Young Readers, 1993) and Harriet Powers’s Bible
Quilts, by Regenia A. Perry (New York: Rizzoli
International, 1994). Another slightly older book
should be cited as well: Stitching Memories: African-
American Story Quilts, by Eva Ungar Grudin
(Williamstown, Massachusetts: Williams Col-
lege Museum of Art, 1990).

While John Michael Vlach, Gladys-Marie Fry,
and Maude Wahlman'’s contributions to obtain-
ing an acknowledgment of African-American
quilts as important American folk art objects
cannot be disputed, I do, at times, question the
emphasis and focus of some of their studies. (I
do have, however, a strong belief in the veracity
of Gladys-Marie Fry’s original study of Harriet
Powers’s Bible quilts). Very often, the scholars’
interpretations of African-American quilts reveal
more about the interpreters’ pet theories than
about the objects (the quilts) under scrutiny, A
problem can occur when the theories offered by
certain investigators are generally accepted as
facts. Theories about the history of African-
American quilts not supported by documenta-

tion should remain theories. They should be the

By Post

Letters from readers

Send your
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Bluing balls.

Courtesy of Kay Reiber.
Photograph by Joe Coca.

comments and ideas

beginnings, the stimuli for further study and factual  to “By Post,” clo
research. PIECEWORK, 201

As to the symbolism some persons “read into”  East Fourth St,
African-American religious-themed quilts and  Loveland, CO
form generalizations about Black-made quilts, 80537.
the wisest course is to tread lightly. Why not
listen to and believe what African-American quilt-
ers themselves say about their own works? The
attitude that black quilters are too uneducated,
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Basket Beginnings
25 West Tioga Street
Tunkhansock, PA 18657-1422
717/836-6080 or 800/82-FIBER

our newest kit: the knot-less
netted evening pouch.
58"-60"long neckchain,
1.5"x 2" pouch. uses
heavy 7-cord irish

waxed linen witha
wonderful metallic cable.
embellishments are

12 beautifully carved
[etishes . to be worn
across the bedy, on the hip.
$45.00 plus $3.00 8/h.
amex, visa, mc accepted.
wholesale inquiries
welcome. free catalogue
we carry the finest of
hand-gathered basket-
making materials for the
basket -maker and fiber
artist, including:

hand-dyed raffia & sisal
irish waxed-linen thread
dracaena palm
pink palm

king palm
queen palm
date palm

pine needles
birch barks

wild chepry bark
yucea

agave
philedendron
drace

cords

ropes

raffia

reeds

Fopes

books

tools

fimo
scalpey Il
basket molds
Kits
potpourri

beads (including african, peruvian, czech, antique,
sterling, gold, semi-precious, fetishes, charms, etc)
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too ignorant to express themselves or to
articulate their ideas for creating their quilts
is the height of arrogance. Interpretations
based on the black quilters’ words can be
done. When Gladys-Marie Fry, in 1976,
wrote the seminal study on Harriet Powers
in Missing Pieces: Georgia Folk Art, 17701976,
she took Harriet Powers’s recorded words
as the basis of her research. . . . Some sub-
sequent investigations of Harriet Powers’s
quilts by others have contained imagina-
tive theories, unsupported by historical fact
or a proven direct link with Harriet Powers.
Studies that are sprinkled with “could be,”
“probably is,” or “most likely is,” unsup-
ported by historical documentation, do not
meet the criteria for verifiable research. Only
recently have African-American quilts been
acknowledged as a viable part of American
folk art/craft history. It seems I may be
standing alone, like St. John in the wilder-
ness, exhorting the cause of the individual
African-American quilter’s creativity, a
recognition of the diversity of African-
American quilting, and most of all, an
abandonment of the en-masse “cookie cut-
ter approach” to the investigations and re-
search of African-American quilt history.
Cuesta Benberry
St. Louis, Missouri

SETTING THE RECORD STRAIGHT

The Hawaiian Quilt Research Project
was pleased to see the Hawaiian Quilt ar-
ticle written by Debra L. Ballard (]uly/ Au-
gust 1994). As the Project is in the process
of registering and documenting Hawaiian
quilts and quilt patterns throughout the
state, it is gratifying to see this special folk
art getting national exposure. However, we
are concerned about a few historical inac-
curacies contained in the article and some

misrepresentations of facts concerning the
history of Hawaiian quilts.

1995

Captain James Cook was killed at
Kealakekua Bay on the island of Hawaii.

The brig Thaddeus, carrying the first
American missionaries, anchored off Kawai-
hae at the island of Hawaii, and it was on
the trip from Kawaihae to Kona, Hawaii,
that Mrs., Thurston wrote of the first
sewing circle.

The Kabhili as depicted in the quilt on
page 33 is a feather standard that is a sym-
bol of royalty.

The kukui is a large tree whose fruit con-
sists of a nut. The elements of a kukui de-
sign usually depict the leaf, flowers, and nut
of the tree.

No historical documentation has been
found to substantiate historians’ specula-
tion that the earliest known royal flag quilts
were made in 1843. This is a possibility,
but it is not a certainty. The author is quot-
ing Rodney Kiracofe in The American Quilt,
who in turn misinterprets a statement by
Elizabeth Akana. Akana states “A likely
date for the appearance of the Royal
Hawaiian Flag quilt is 1843 when the
Hawaiian Kingdom was briefly under
British sovereignty” (personal interview July
27,1994). It was during this time that there
was a prohibition against flying the Hawai-
ian flag.

The translation of Ku’u Hae Aloba is ac-
cepted as “My Beloved Flag.” To translate
it as “lost” in this instance is grammatically
incorrect,

Further Reading entry “Schlick, Robert
J.” should read “Schleck.”

‘We shall continue to enjoy the publica-
tion and the efforts to educate readers
about the world of textiles.

Lee S. Wild, Vice President

Hawaiian Quilt Research Project

Kailua, Hawaii

The preceding comments have been excerpted from a

letter received from Lee S, Wild of the Hawaiian
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DMC's 30 New

Floss Colors Are

Yours Free

For The Asking

DMC adds more color to your life with 30 New
Embroidery Floss Colors. These new colors were sug-
gested by America’s leading designers, and are widely
recommended in the latest magazines and cross-stitch
books.

DMC now offers you a complete range of 426 colors,
which includes several entirely new color families, as
well as expanding the shades in a number of popular
color groupings.

And DMC would like you to have our New Stitcher’s
Color Guide Supplement, featuring actual Floss samples
of all 30 new colors — absolutely FREE.

To ask for your FREE Guide just fill out the
coupon below and include $1* for postage
oN and handling. Order today and enjoy tomorrow.

. DMIC
WHERE THE FINEST
NEEDLECRAFT BEGINS

i

1

:

1

OF 30 NEW COLORS. :

~ PLEASE ENCLOSE $1% FOR POSTAGE AND HANDLING. E
[ e ™ 1
!  NAME -
E ADDRESS E
E CITY E
! STATE B ZIP '
| TELEPHONE ( ) E
1

E MaiL To: .
. THE DMC CORPORATION :
! PO.Box 5808D :
' Crinton, IA 52736-5808 '
] 1

L.mow 87010 WEEKS FOR DELIVERY, OFFER EXPIRES 12/31/95 OR WHILE SUPPLIES LAST. OFFER G0OD IN U.S.om‘._I



The World’s Largest Selection of Beads

FULL COLOR CATALOG
OVER 2000 BEADS IN FULL COLOR

RETAIL - WHOLESALE - DISTRIBUTOR PRICES
FOR YOUR 90-PAGE CATALOG SEND $4.00 TO:

Shipwreck Beads
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Open 7 days
L5¢ - Tel. (206) 754-BEAD (2323)
2727 Westmoor Ct. SW, Dept. PW
Olympia, Washington 98502

bead stringing, bead knitting,

jewelry making, knitting, tatting,
marbling, felting, rug hooking & braiding,
fabric painting, stenciling, embroidery,
needlepoint, quilting, crochet,
weaving, spinning,

basketry, etc...

FREE CATALOG

800 848 - 0284

P.O. Box 1540
Colfax, CA 95713

Serving you since 1985

I Lyve Needlework- Fair

April 6-9, 1995
MECCA Convention Center, Milwaukee, Wisconsin

+ v v80 Fabulous Classes v v

\6"6\ Cross-stitch, hardanger, ribbon stitching, &
@6@ O\N . quilting, knitting, lace making & more. &
W v Shop in the Needlework Lover’s Marketplace

v Enjoy exhibits and activities planned just for you!

For details and a registration brochure send a long SASE (52¢) to

ILN Fair, Dept. PJ, 836B Southampton Rd., #285, Benicia CA 94510
Sponsored by Joan Cravens & Friends, including Piecework Magazine

Do You Love the Delica Beads?
Then these Japanese beadwork books are for you!
Purses, jewelry, accessories, home art.
Great instructions, gorgeous color photographs!

TFYIE=Z5Y

DELICA BEAD LOOM

Delica Bead Loom . . . . . .. .. $28.00
Miyuki Shoji Projects . . . . . .. $ 8.50
Bead Weaving . . . .. ... ... $18.50
Classic Bead Weaving . . . . . . . $45.00

Plus $1.50 each shipping, from:
Center for the Study of Beadwork
PO Box 13719 ¢ Portland, OR 97213

Sample issue newsletter $2.50
The New Beadwork $29.95 + $2 shipping
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Quilt Research Project. Debra Ballard responds that
although her resources were usually quoted correct-
ly, some of them have been superseded by newer
publications. She relied heavily on Kaniu Ryan for
translation and interpretation. We are pleased to
know of recent findings by the Hawaiian Quilt
Research Project and look  forward to its subsequent
publications,

HAwALAN NATIVE

We thank Annette Mabon for many of the same
comments that are in the above letter plus the fol-
lowing:

There is a quilt by an unknown maker
like the unnamed blue-and-white top on
page 34 shown in Hawaiian Quilts, from the
Honolulu Academy of arts (1989). The
only difference lies in five-pointed stars
scattered over the surface of the top. The
name of this quilt, which is red and white,
is Ke Kahi o Ka’iulani or “the Comb of
Ka'tulani.”

I would like to say that I found Ms.
Ballard’s photographs of the quilts very
nice. I am especially fond of the Lily
Kapa—a particularly beautiful lacy de-
sign—and the unusual Maile Lei.

I am always happy to see photos and
articles about Hawaiian quilts.

Annette Mahon

Paradise Valley, Arizona

HyprorLuoric Acipb DANGER

In Mary Jo Meade’s article on the
restoration of a beaded Yoruba headdress
(January/February 1994), she describes
the use of hydrofluoric acid to alter the
color and reduce the size of modern glass
embroidery beads so that they would
resemble the nineteenth-century beads that
originally composed the headdress. While

the process she describes is most interest-



ing, it must be stressed that the use of hydro-
fluoric acid for such purposes may be hazardous
to both the user and the object being restored.

Karlis Karklins

Ottawa, Ontario, Canada

We appreciate Karlis Karklins® expressed concerns but
must point out that the article made it very clear that the
hydroftuoric acid was used in a laboratory by a chemist. We

feel the author gave ample warning about substances and
procedures. There is probably no such thing, however, as too
tuch cantion when such chemicals are involved, so we in-

clude Mr. Karklins’ reiteration of the hazards.

SymeoLism NOT NECESSARILY THERE

It is important to document the history of
various kinds of needlework. However, I think
one aspect of this history is being overempha-
sized: the meaning or symbolism of designs and
colors. Certainly some designs and colors have
symbolic content, but anthropologists and
historians have gone overboard trying to read
meaning into everything. They even admit that
it’s hard to learn the meaning from the needle-
workers, and that sometimes needleworkers tell

anthropologists what they think the anthropol-
ogists want to hear.

As someone experienced in various kinds of
handwork, I know that many factors influence
my final product: 1) My mood at the time I'm
working, and the environment I'm working in. I
may feel like doing something intricate or some-
thing bold, in a bright color or a somber color.
I might say to myself, “I'm getting tired of doing
all these green zigzags; I'll switch to red for
awhile.” 2) My intuitive feelings about the piece.
I may be dissatisfied with my project and look
for a different arrangement that feels right. I may
chance upon a new combination that looks nice.
3) The materials I have on hand. I may sew some-
thing with a contrasting color thread because I
don't have a matching color. I may need to piece
out a pattern with scraps. I may decide to use up
leftovers.

These factors are difficult if not impossible
to document, but to anyone who has done hand-
work, it's not hard to recognize these influences
in the work of others.

Jill Knuth

Stanford, California

BOOKS tell it all; YARNS make it all; YOU do it all; and...
The YARN BARN supplies it all!

The Yarn Barn carries over 700 fiber books and over 100 different types of yarns.
Call us for a free catalog. For complete color cards, order our Yarn Barn Sampler for $28.95.

We don't just send you merchandise. We are
knitters (& weavers) who can answer your
questions and help you make the right yamn
selections. That mid-western friendliness
comes through even in the package!

Try us out and you'll have a friend forever.

YARN BARN

1-800-468-0035
918 Massachusetts, Box 334, Lawrence, KS 66044

Designer Sweater Books
for adults and children
We help with yarn substitutions.

Design Your Own Sweaters
Classic yarns available in all
weights and fibers.
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The Luxury of Art SilK

" Art SilKs, Metal, Sadi, Lurex ¢ Shisha Mirrors "

BLACK MAGNOLIA, P.0. BOX 80088, OTTAWA ONTARIO, CANADA, K1LS 5N6

TEL/FAX (613) 563-4710

RAIMAHAL, BAGSHOT, EAST VICTORIA, 3551 AUSTRALIA, TEL(054)488551

NORSELADDER

FIBERARCS

Pattern Booklet #1 ($12.50 + $3 p/h + CA tax). Six beautiful patterns. How to
cut open a traditional Norwegian style circular knit sweater and cardigan.
Knitting Marlene’s Way ($39.95 + $3 p/h + CA tax). 2-hour Video! Complete
instructions for knitting a cuff-to-cuff sweater, including a tutorial for beginners
on Continental style.

Sweater Kits. Choice of 100% Norwegian Rauma wool or 100% cotton.
Also Available: Handknit sweaters, Rauma yarn, yarn color cards.

norselander
P.O. Box 1263 - Gualala, California 95445

(800) 373-1994 VISA/MC
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TwiNeD RuG Passion

Bobbie Irwin has one more convert to the passion of rug twin-
ing. After seeing her article and the photos in the Septem-
ber/October 1993 issue, I rooted out what rags I could and start-
ed my own rug. I was not satisfied to try the small size she pro-
posed and not able to justify using new fabric.

I used Lillie Sherwood’s loom construction, which is won-
derfully simple. The surprising thing was the strength required
to tug the twined strips tight, and the mess it made with frayed
fabrics. Now finished, it resides in our entrance hall, greeting vis-
itors with its mixed-up colors and lovely soft thickness.

This was the project that reached out to me. I am sure other
readers are equally energized by the various arts described in each
issue. I would be interested in seeing and learning about others’
experiences recreating the works presented in your magazine. How
about an article sharing the project handiwork of your readers?

Jean Reed

Narita-shi, Chiba-ken, Japan

Let us know if you would be interested in sharing your own and hearing
about other readers’ project experiences. We couldn’t print every story, but we
could share some of them.

KALAGAS

In response to the letter from Carol Bishop (July/August
1994): Burmese kalagas are lavishly embellished, embroidered
banners that depict scenes from the life of Buddha. Each kalaga
I've seen contains sequins sewn onto a black background. The
rich embroidery is executed in silk or cotton. They are extrava-
gant in their appearance, making an instant impact on their viewers.
Their function in Burmese religious life is analogous to paint-
ings that portray the works of Christ in Western art.

1 suggest the following books for further study of kalagas:
Burmese Art, by John Lowry, Victoria and Albert Museum, London,
1974; and Burma: A Selected and Annotated Bibliography, edited by Frank
M. Trager, Human Relations Area Files, New Haven, Connecti-
cut, 1973,

To see kalagas firsthand for study, two midwestern universi-
ties have Burmese art collections that may be available to
researchers: The Center for Burma Studies, Northern Illinois
University, DeKalb, Illinois; and the Burma Collection, Depart-
ment of Visual Arts, Denison University, Granville, Ohio.
Founders Library at Northern Illinois University also houses a



Southeast Asia collection of monograph-
ic and periodic literature.

Miranda Howard Haddock

Qak Park, Illinois

We thank the many readers who responded with
resources on kalagas: Kalagas: The Wall Hang-
ings of Southeast Asia, by Mary Anne Stanis-
law (Ainslie’s, PO Box 7656, Menlo Park, CA
94026-7656, 1987); “Golden Tapestries from
Burma,” by Sara Drower, Threads (June/ July
1988); an article by Sylvia Frazer-Lu in Arts
of Asia, August 1992; an article by Kathleen
Bradbury in Sawaddi, March/ April 1979; and
“Burmese Appliqué Hangings” and “Designs from
Burmese Kalagas,” by Mary Krishna, which we

bave been unable to locate.

NoOTES

An incorrect quilt photograph appeared
on page 22 in “Crazy Quilt” (Novem-
ber/December 1994). This dynamic
Appalachian quilt is part of Maury
Bynum’s show, “Textiles in Motion,” at
the Textile Conservators’ Gallery, 311
North Desplaines St., Suite 601, Chica-
go, IL 60611.

Courtesy of Maury Bynum, Textile Conservators’ Gallery.
Photograph by Joe Coca.

Tomato Factory Yarn Co
8 Church Street

YARN CO.

Lambertville, NJ 08530
609/397-3475

Tomato's Alice Starmore Collection
American Fortrait ... $10.95
Scottish Garland

Scottish Collection ... $14.00
Book of Fair lsle Knitting ............... $34.95
Charts for Colour Knitting .............. $24.95
Cettic Neediepoint (avail 10/94) ..... $29.95
Fishermen Sweater ...................... $29.95
Celtic Collection (paperback) ...... $19.95

Add $3.25 shipping for books & magazines.

Call 8BO0O-483-7959

for fast and friendly service
Tomato Factory Picks

& More
Rowan Fall/Winter Ne 16 ..................
Dale of Norway Nr. 61 ...........
Dale of Norway Baby Nr. 60
Dale of Norway Rauland Cardigan ...
Dale of Norway Nr. 55
Manos Book &
Manos Book 9

NJ residents add 6% book tax.

Rowan ¢ Missoni ¢ Le Gran Mohair ¢ Alice Starmore
Handpaint Originals ® Dale of Norway ® Manos ——

Available at these Fine Fiber Shops

Meadows Wool Wash s .

A special blend of soaps & mild detergents,
infused with purest herbal essential oils-
blended and refined to leave your fibers
herbally protected from moths & insects.
Brings new life and luster to all your finest
fibers-without chemicals, waxes or whiteners.

Cambridge
Woolen Mill
Cambridge, MN
612-689-5659

Hunt Valley Farms
Baltimore, MD
410-298-8244

Northern Lights
Fiber

Duluth, MN
218-525-5462

Earthsong Fibers
Wayzata, MN
800-473-5351

Good Shepherd
Wool Works
Carmen, ID
208-756-3881

Rainbow Home Art
Albuquerque, NM
505-255-9935

The Little Farmer
Cheyboygan, Mi
616-627-4610

EwenqueBoutique

Hayward, WI

715-462-3676
Schoolhouse Press

Hanging By Pittsville, WI
A Thread Fibers  715-884-2799
Reardon, WA

509-796-2710

St. Peter Woolen Mill
St. Peter, MN
507-931-3734

The Fiber Garden
Black River Falls, Wi.
715-284-4590

The Sheep Shed
At Mountain View
New Boston, NH
603-487-2072

Spinners Corner
Cool, CA
916-888-7503

The Weavers Knot
Greenville, SC
803-235-7747

For You...
For Your Finest Fibers...
For Our Earth...

Write for a complete listing of
Dealers in the USA & Canada.

Meadows Wool Wash, Inc.
38775 Llama Street N. W.
Dalbo, MN 55017
or call: 612-389-5053
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Sue Lenthe

D-Day Museum,
Portsmouth, England.

Lord Dulverton.
Courtesy of the Dulverton Trust.
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A PLACE TO COME TO

Portsmouth D-Day Museum:
the Overlord Embroidery

l THHERE WAS A TIME when history was
recorded in story and song, with paint, or
with needle and thread. More recently, the lens

of a camera has been used to memorize and

memorialize. In this world of accelerating tech-
nology, the idea of recording history through
needlework seems almost quaint, but in the late
1960s, an English lord, an artist, and twenty-five
needleworkers eschewed technology in favor of
needle and thread to commemorate the World
War II D-Day invasion of France with a massive
embroidery.

Why a fabric memorial? The answer lies across
the English Channel in a museum in Bayeux,
France. The 224-foot-long Bayeux Tapestry dis-
played there served as Lord Dulverton’s inspira-
tion. The crewel embroidery wrought of colored
woolen thread on linen cloth records the inva-
sion and conquest of England by William the
Conqueror in 1066. The 224-foot-long Bayeux
Tapestry, with 1,512 figures recorded in seventy-
two scenes, still speaks eloquently of life, death,
and doing battle in the eleventh century some
900 years later.

1995

THe CHANNEL CONNECTION

Dulverton sought “a Bayeux tapestry in re-
verse” when he commissioned his Overlord
Embroidery, named for D Day’s Operation Over-
lord, according to “D-Day and the Battle of
Hastings—A Common Thread,” (Smithsonian,
May 1994). In a sense, D Day represents the Nor-
man invasion “in reverse.” Whereas William the
Conqueror with his wooden ships, horses, and
soldiers sailed north across the channel from the
windswept beaches of Normandy to the shores
of Britain, D-Day commander General Dwight
D. Eisenhower crossed south over the same wind-
roiled waters.

The D-Day invasion, launched June 6, 1944,
was the beginning of the end of Adolf Hitler’s
hold over western Europe. The invasion repre-
sented a military alliance of significance between
Britain and the United States. With 176,000
troops, thousands of warplanes, ships, and trans-
port vehicles, the Allies crossed the English Chan-
nel to invade the beaches of Normandy. During
the invasion, thousands of soldiers lost their lives.
Dulverton, who died in 1992, was modest about
his own involvement in D Day. He did not par-
ticipate in the invasion, but in assessing the

sniping skills of troops involved in the campaigns
that followed.
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The 224~foot-long Bayeux Tapestry still speaks eloquently of life, death,

and doing battle in the eleventh century some 900 years later.

As the world marked the fiftieth anniversary
of the D-Day invasion last year, the 272-foot-
long chronicle of the event in needlework drew
record numbers to its home in the Portsmouth
D-Day Museum in Portsmouth, England. In
1993, year, according to Stephen Brooks, muse-
um curator, 90,000 people visited the museum,
which is funded by the Portsmouth City Coun-
cil, government grants, and admission charges.
He expected that number to have doubled by the
end of 1994. A seven-day free-admission period
in June alone drew 33,000 people.

Visiting the Overlord Embroidery is a mov-

ing and sometimes emotional experience, Brooks

said, People often come skeptical but leave im-
pressed. “What people think theyre coming to
see is one big wall hanging, a tapestry,” but they
find an embroidery and a story that “goes on and
on.” The embroidery is displayed in thirty-four
8-by-3-foot panels in a series of glass-covered
bays. A darkened gallery and lighting designed
to minimize reflection give the impression that
the embroidery is hanging in space. The effect

is dramatic.

THE MAKING OF THE OVERLORD TAPESTRY

The British artist Sandra Lawrence designed
the watercolor images from which the Overlord

1995 JANUARY/FEBRUARY
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horseback fighting.

Top photo:
Soldiers on

Bayeux Tapestry.
Bottom photo:
Soldiers crossing
the English
Channel.

Bayeux Tapestry.
Courtesy Musée

de la Tapisserie, Centre

Guillaume le Conguérant,
Bayeux, France.
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The battle on land.
Courtesy of the
Portsmouth D-Day Museum.
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Embroidery was stitched using appliqué and
embroidery techniques. Lawrence worked from
written and photographic records of the D-Day
invasion, her initial designs in pencil. After
approval by Lord Dulverton and a group of
advisers, she then made full-sized watercolor car-
toons which then went to the Royal School of
Needlework in London,

Founded in 1872, the Royal School of Needle-
work continues its original charge, preserving
needlework skills by providing training and
apprenticeships in the ancient craft. In addition
to teaching, the school accepts commissions, such
as the Overlord Embroidery, does conservation
and renovation work, and produces hand-paint-
ed needlework kits. Lord Dulverton paid the
School £1,000 per panel for the first eight
panels completed and £1,100 for the remaining
twenty-six.

Elizabeth Elvin, principal for the Royal School
of Needlework, was among the twenty-five seam-
stresses—or rather twenty seamstresses and five

JANUARY/FEBRUARY 1995
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apprentices—who worked on the Overlord Em-
broidery. Three of the twenty-five, Margaret
Bartlett, Wendy Hogg, and Elizabeth oversaw
the project. Fabrics were suggested with the ap-
proved design; the three selected stitches and
threads. Only Margaret, who has since died, was
old enough to have experienced the war.

As with any large project, Elizabeth Elvin said,
there was a sense of teamwork, and everyone was
totally involved. Usually three different panels
were worked at a time, with three to six seam-
stresses working at each frame. Others were
preparing drawings and assembling the necessary
fabrics and threads. The seamstresses worked on
the project five days a week for seven-and-a-half
hours a day.

The needleworkers employed a variety of
stitching techniques, including appliqué, outlin-
ing with cords or threads (sometimes couched,
sometimes attached with a stitch angled into the
twist of the cord so that it disappears), satin stitch,

long-and-short stitch, running stitch, and stem



stitch. These were applied to the cloth as follows.

First, strong cotton fabric was stretched on wood-

en embroidery frames. Purple linen was then sewn
on top of the cotton. The double layers provid-
ed a stable base for the embroidery and appliqué.
Some of the linen fabric shows where it was not
covered by other fabrics.

Tracings made from the watercolor cartoons
were pricked with a needle along the lines of the
design. When the punctured tracing was pinned
to the linen, sprinkled with a dark powder called
pounce, and rubbed lightly, dots of pounce
marked the fabric below. Removing the tracing
paper revealed a map of every shape composing
Lawrence’s design. Dots were connected with a
fine brush and oil-based paints similar to the fab-
ric colors.

The needleworkers then used the full-color
cartoon as a guide for selecting fabrics to be ap-
pliquéd over the map of dotted lines provided by
the ancient pricking and pouncing technique.
Fifty different fabrics were appliquéd. Fine net-

ting was stitched over certain areas to suggest a
hazy smoke in one of the battle scenes. Corduroy
formed a little boy’s trousers; lace composed a
French woman's pajama collar. Other fabrics in-
clude original khaki uniform cloth, and a piece
of a paratrooper’s beret, as well as silk, velvet, and
butlap.

In some cases, embroidery stitches were used
rather than appliqué. The faces of some of the
VIPs were worked separately in long-and-short
stitches. The faces were embroidered separately
and then appliquéd to the larger piece. Embroi-
dery stitches also provided texture; French knots,
for example, represent pebbles on the beach.

Work began on the piece in 1968, and the final
stitches were taken in January 1974. The Over-
lord Embroidery was made entirely by hand.

Aside from keeping the embroidery at con-
stant temperature and humidity and in dim light,
no extraordinary measures have been taken to
preserve it, Brooks said. Just how long the piece
might last is unclear. If the life span of the Bayeux
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D-Day landing on

the beaches of France.
Courtesy of the Portsmouth
D-Day Museum.

Crossing the English
Channel on D Day.
Courtesy of the Portsmouth
D-Day Museurm.
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Perbaps it’s the very temerity of choosing this seemingly anachronistic

technique to record a recent event that is part of the Overlord Embroidery’s appeal.

Tapestry is any indication, the Overlord Em-
broidery ought to be around at least another 900
yeats. “Over the very long term, we don't know
how the fabrics are going to behave,” Brooks said.
Large sections of the Bayeux Tapestry have been
restitched; the same might someday be true of
the Overlord Embroidery, he said.

The embroidery may be seen seven days a
week at the Portsmouth D-Day Museum, built
to display it. The museum, located on Clarence
Esplanade in Portsmouth, Hampshire, England,
was enlarged in recognition of the fiftieth
anniversary of the invasion. In addition to dis-
playing the embroidery itself and a panel that
shows how it was created, the museum offers in-
terpretive exhibits of artifacts, photographs, and
documents that tell the story of the events lead-

JANUARY/FEBRUARY 1995

ing up to D Day and the invasion itself. Perhaps
it's the very temerity of choosing this seemingly
anachronistic technique to record a recent event
that is part of the Overlord Embroidery’s appeal.

Museum hours April through September are
9:30 a.m. to 7:30 p.m. Hours October through
March are I1 a.m. to 5 p.m. Admission is £3.50
and £2 for senior citizens and children.

Residents of the United States may soon be
able to view Sandra Lawrence’s watercolor car-
toons for the Ovetlord Embroidery without trav-
eling to England. Negotiations are under way to
display the cartoons at the Pentagon in Wash-
ington, D.C,

ABOUT THE AUTHOR. Sue Lenthe is a freelance author who
lives in Berthoud, Colorado.
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Deerfield Embroidery, Irish Crochet, Pine Needle Basketry
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Needleknitting from Ancient Peru, English Band Sampler
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Hmong/Amish Quilts, Hispanic Colcha Embroidery
(-

JANUARY/FEBRUARY 1994
Kanthas: The Embroidered Quilts of Bengal
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funds. (Colorado residents add 3% sales tax.)

Shipping & Handling
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REPRODUCTION

SAMPLERS

We offer over 100
challeaging designs
from resowaed mu-
seum and private col-
lections for all skill
levels, in counted
thread kit form, sup-
plied with hand-dyed
linens and silk or
cotton flosses.

The color catalog
also includes many
books on early tex-
tiles and technique,
SEWINg ACCESSOTIEs,
hasdwoven linens,
custom-made period
style tiger maple
frames, and genuine J
antique samplers.

CATALOG $3.00
THE SCARLET LETTER, P.O. Box 397, Sullivan, Wisconsin 53178
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Largest Collection

Velvets
Sueded Silks
Chiffons
Metalic Organza
Scarves
And Much More!

Our Low Prices
Will Surprise You

Free Brochure
Call Toll Free
Complete Sample Set
$20 Deposit
Over 400 samples
PLUS A FREE SILK SCARF
Join our Silk Fabric Club
$20 annually
California residents
please add sales tax.

P, 252 (P) State Street » Los Altos, CA 94022
C padd (800) 722-SILK + (800) 221-SILK in California
‘5‘ Jles? Tei:(415) 948-8611 « Fax: (415) 948-3426

Specials for Stores, Artists, Dressmakers
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More Sweaters

A Riot of Color, Pattern and Form
Lise Kolstad and Tone Takle

Following the success of their previous-book, Sweaters, Lise
Kolstad and Tone Takle take the readers into the working
process of the knitwear designer—pattern creation, motif
mixing, color play, and finishing and embellishment.
Instructions are given for 21 lively and appealing
garments, with hundreds of charted designs that can be
applied to them in a variety of ways. Exuberant
Hese ot colors and unexpected pattern juxtapositions make
for striking sweaters and accessories that will delight

experienced knitters and their lucky recipients alike.

B 8Y2 x 114, paperbound, 144 pages, color photos throughout.
selected list of books f -~y ISBN 0-934026-99-8. #659—$19.95

Interweave Press,
we’re pleased to

offer you a carefully

and magazines

on the subjects of : : Folk Socks
needlework, knitting, : - The History and Techniques of Handknitted Footwear
dyeing, basketry, > Naney Bush
handweaving, Patterns for handsome knicker socks, sturdy boot
handspinning, socks, lively Birkenstock socks, lacy stockings, kilt
hose, cabled socks, clocked socks, and more are the
heart of this charming book inspired by a host of

We’re featuring some ’ folk knitting traditions from Europe and the British
of these books here.

herb gardening,

and cooking.

[sles. Also included is the evolution

If you're interested in of footwear from the eighth century

seeing our catalog, b.c. to the present, and a chapter on

just send a postcard to knitting techniques from around the

Interweave Press,
20l East Fourth St.,
Loveland, CO 80537,

or check with your

world that gathers an unsurpassed
collection of heel-turning, toe-
shapings, and top-ribbings for knitters
of all levels of experience.

local craft or b ¥ 7— » 8Y2x 9, paperbound, 112 pages, color and
arden subpier ) b&w photos throughout. ISBN 0-934026-97-1.
SUrCen sHpbEEr #654—$14.95

The Anchor Manual of Needlework

Laces knotted, crocheted, tatted, needle or bobbin-made, plus
hundreds of techniques in embroidery, drawn thread, and
knitting fill this classic reference book compiled from
instructional pamphlets dating back to the 1800s. Darning,
patching, washing, and pressing of embroidery and laces plus
extensive information on basic stitches and sewing equipment

complete this valuable reference book.

7Y2x 10, hardbound, 499 pages. hundreds of b&w photos and illustrations
throughout, ISBN 0-934026-59-9. #719—$29.95
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Oriental Carpets in Miniature

Charted Designs for Needlepoint or What You Will
Frank M. Cooper

The intricate patterning and rich hues of Oriental rugs from Turkey, the Caucasus,
and Tran have attracted collectors for decades. Twenty-four different designs from
these rich traditions, carefully reduced in scale and accurately charted, make
handsome small take-along projects for needlepoint enthusiasts.

Designs can be worked on fine canvas for dollhouse
furnishings, on medium canvas for interior
design accents, or on heavy canvas for small

area rugs. Patterns have been gleaned from

museum collections, and their ethnic

origins carefully researched and documented.
Basic needlepoint stitches and blocking

instructions make these compelling projects acces-

sible even to beginners, while experienced needle-

pointers will find in them a wealth of pattern ideas

¢4 for many applications.
7 x 9Ys, paperbound, 120 pages, color photos, maps, and illustrations;

\ b&w chants. ISBN 0-934026-98-X #657—816.95 ‘

Shipping & Handling
$10.01 to $16.00........ add $4.50 $40.01 to $75.00...add $5.50
$16.01 to $40.00.......... add $5.00 Over $75.00.......... add $6.50
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Here’s my check/money order in U.S. funds for $

Or, charge my 0 VISA [ MasterCard

Credit card #

Exp. date Signature
Or, for credit card orders, call (800)645-3675.
Ship to
Address
City/State/Zip
Daytime phone
(1 Send me your free catalog of books and magazines today!
- :"3 INTERWEAVE PRESS

Treasured family photographs, favorite candid snapshots

or any photo, drawing, or painting can be turned into

useful and beautiful household accessories—book covers,
pillows, quilts, dolls; and more—with this photocopy-

transfer process that’s inexpensive, fun, and easy to do

at home. Step-by-step instructions tell how to print

photographs on cloth and how to color them without

harm to the original photograph:

7 x 9%, paperbound, 92 pages, color and b&w photos and illustrations
throughout. ISBN 0-934026-53-X. #607—$12.95

151 201 East Fourth St., Dept. A-BP
U Loveland, CO 80537
(800) 645-3675; fax (303) 667-8317
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CRrAZY QuiILT

Events, news, and things

BURMESE CRAFTS LECTURE AT THE ASIAN INSTITUTE

One could describe the
crafts of Myanmar (formetly
Burma) in a single word: detail.
Many intricate patterns are used
in all Burmese handiwork,
which is steeped in legend and
folklore. Complex representa-
tional and abstract designs are
presented alone or intermingled.
These designs, which include
gyrating animals, marauding
men, and abstract shapes both
floral and flowing, are entranc-
ing: a feast for the eyes. That is

what I experienced at a lecture

given by Sylvia Fraser-lu this
fall at the Institute for Asian
Studies in New York City.
Fraser-lu, author of numerous
books, most recently Burmese
Crafts Past and Present (Oxford
University Press, 1994), is an
authority on the crafts of
Southeast Asia. The Burmese
focus on detail is clear in all
their media, including wood
carving, pottery, textiles, lac-
querware, silver, iron, and
bronze work. Great attention
is paid even to the decoration

ofthe ost commonplaceeb-
jects,isuch as”the Jargé'clay
water jars that stand outside
each villaget’sthome: The lec-
ture was exciting and So-packed
with information as to beal-
most overwhelming; I and oth-
ers were intensely absorbed
into Burmese culture for the
evening. . lefi full of images
and encouraged to continte
study of this complex culture
and itsfinely designed and ex-
ecuted crafts.

—Mary Jo Meade

Travelers:

The New World
Tapestry (see

“Crazy Quilt,”
September / October
1994, page 7) now
bas a permanent
display of nine panels
at Coldbarbour Mill,
Uffeulme, Cullompton
Devon EX15 3EE
England,
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Among the quilts on display January 3 through
February 26 at the Rocky Mountain Quilt Mu-
seum in Golden, Colorado, is a crazy quilt made

in the 1920s by Jenny Wenner, also known as

Mexican Jenny. Legend says
that she worked as a “lady
of the evening” in Cripple
Creek. After being beaten by
her husband for not bring-
ing home enough money,
she killed him with his own
gun. She was convicted and
sentenced to life imprison-
ment at the Territorial Pen-
itentiary in Canon City.
Using fabrics from the
fancy dresses that she
brought with her, Mexican
Jenny spent her prison time
piecing and embroidering
an elaborate quilt, which in-
cludes an image of her dead
husband. When she con-
tracted tuberculosis, the

JANUARY/FEBRUARY 1995

MEXICAN JENNY'S QUILT

quilt and her other belongings were sold and the
proceeds used to send her to Mexico, where she
spent her last days. Eugenia Mitchell, a major
benefactor of the museum, acquired the Mexi-

can Jenny quilt from an an-
tique dealer.

The museum’s current
exhibit features quilts made
and collected by Eugenia
Mitchell, whose generous
donation of 100 quilts
forms the basis of the mu-
seum’s permanent collec-
tion. Quilts from the per-
manent collection are in-
cluded annually in each of
six exhibitions at the quilt
museum, located at 1111
Washington Avenue.

Detail of the Mexican Jenny quilt
made by Jenny Wenner, circa
1920, while serving a prison sen-
tence for killing her husband.




AMERICAN QuiLT STupY GrRouP: IN THE COMPANY OF QUILT HISTORIANS

Between October 21 and 23,
1994, in downtown Birming-
ham, Alabama, the American
Quilt Study Group (A.Q.S.G.)
held its fifteenth annual quilt
seminar. Frequent rain didn’t
dampen the passion of this
eclectic group of quilt enthusi-
asts and historians. The keynote
address, “What's Happening in
Quiltmaking Today?” by the
quilt artist Nancy Crow, made
it clear that this organization
sees today’s work as tomorrow’s
history. Crow’s talk introduced
selected American quilt artists
through slides of their work and
their studios, and statements
about their developing art and
its context: their lives. Among
papers presented in the audito-
rium of the Birmingham Art
Museum were “Mildred Dick-
erson: A Quilt Pattern Collec-
tor of the 1960s and 1970s,” by
the quilt historian Merikay
Waldvogel; “An Album of Balti-
more Album Quult Studies,” by
Jennifer F. Goldsborough, Chief

Curator, Maryland Historical
Society; and “Aesthetics and
Ethnicity: Scotch-Irish Quilts
in West Virginia,” by Fawn
Valentine, director of the West
Virginia Heritage Quilt Search.
If days were packed with ses-
sions (even dinner tables were
organized by discussion topics),
evenings were alive with “Show
and Tell,” a lively time of fund
raising via auctioning of donat-
ed quilts and quilt-related iterns,
old and new, interspersed with
reports on interesting quilt finds
and brief descriptions of re-
search in progress. The confer-
ence and the organization be-
hind it, whose goal is “to de-
velop a responsible and accurate
body of information about
quilts and their makers” fit well
the definition of a university:
“the pursuit of excellence in the
company of friends.”

For more information, write
to the American Quilt Study
Group, 660 Mission St., Suite
400, San Francisco, CA 94105-

Photograph courtesy of Maury Bynum.

4007. (415) 495-0163. Mem-
bers receive the quarterly
newsletter Blanket Statements.
A.Q.S.G. publishes its yearly
seminar proceedings in Uncov-
erings: Research Papers of the Ameri-
can Quilt Study Group, available
from A.Q.S.G.

In early America, plain
sewing was so basic to any
girl’s training that a girl
who couldn't sew was con-
sidered odd, certainly not
ready for marriage. And
marriage was not merely a
goal in life for a girl; it was

her mission. She heard enough derogatory re-
marks about spinsters (also known as “thorn-
backs,” “stale virgins,” “antick virgins,” “stale
maids,” and “old maids”) and witnessed enough

ANTICK VIRGINS AND STALE MAIDS

A woman who does not know how to sew

is as deficient in her education
as a man who cannot write.

Let ber condition in life be what it may,
she cannot be ignorant of the use of her needle.

Eliza Ware Rotch Farrar,

The Young Lady’s Friend, By a Lady, 1837

contemptuous treatment
of them to understand
very early that if she were
to fail to marry, she
would bring not only un-
happiness but a measure
of social disgrace on her-

self and her family. To

win a husband and to serve him well, she had to
know how to sew.
Susan Burrows Swan, Plain and Fancy: American

Women and Their Needlework, 1 700—1850,1977
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LACE MAKER_C

Supplier of tools and

materials for bobbin lace, A new address:
tatting, Battenberg lace, 176 Sunset Ave South
crochet, needlepoint, Edmonds WA 98020-4134

embroidery, as well as
sterling silver tools
& spinning wheels.

Beginner's Kits
Bobbin Lace $39.95
Tatting $14.95
Spinning $19.95

All kits include
book, tools, materials
UPS/USPS + $5.00
64 page Catalog $5.00
(free w/purchase)
Shop hours:
Tuesday-Saturday 10a-5p

Telephone
206-670-1644
Fax
206-774-1219

A

Counted thread sampler kits and chart packs.

Authorized reproductions, designed from authentic
antique samplers in Canadian and European
museums, as well as private collections.

Kits are worked on 100% natural or dyed linen.

For a Color Catalog send $2.00 to:
The Essamplaire 3 .o

Phone: | 4126 - 44th Street (/8
(403) Red Deer, Alberta =
347-3574 | CANADA T4N 1H2

SIS SSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSS
SISISSSSSSSSSSSSSSSSSSSSSSSSSSSSSSSS

Wholesale Inquiries Welcome
SSSSSSSSSSSSSSSSSSSSSSSSSSS
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Crazy QuiLt

ONE EARTH, ONE PEOPLE:
CuLTURAL EXCHANGE JOINS AMERICAN AND JAPANESE QUILTERS

The American quilt artist Risé Nagin will travel to Japan in
May to lecture in Tokyo, Kyoto, and Nara as part of a new cul-
tural exchange inaugurated by Nihon Vogue Co., Ltd., publisher
of Quilts Japan. One of thirty-eight artists exhibiting at the 1994
“Visions” show in San Diego, Nagin was selected as the first
Quilts Japan winner. Her prizewinning entry, Target: On the Beach,
will travel with her to Japan.

Nihon Vogue, a major Japanese craft magazine and book
publisher, also sponsors one of the largest Japanese teacher train-
ing programs in needlework. According to company president
Tadanobu Seto, the exchange project was conceived to “express
our gratefulness of the continuing growth of the Japanese quilt
today, which is due greatly to American quilters, and to pay our
respect to the predecessors of quilt making.” He expressed his
desire that the award, which will be conferred annually into the
next century, will strengthen bonds between quilters in the two
countries and create new ties.

Susan Knobloch, Executive Director of Quilt San Diego,
sponsor of the “Visions” exhibit, noted, “The Quilts Japan
Prize provides a valuable step in the recognition that we are
one earth, one people.” Familiar

The Quilts Japan prizewinning
Target: On the Beach, by Ameri-
can quilt artist Risé Nagin.

Courtesy of Quilt San Diego. Photograph by
Carina Woolrich, San Diego.

with Quilts Japan magazine, she
commented that Japanese quilt-
ers have been strongly influenced
by American-style patchwork




and quilting while adding their own artistic style elements.

Risé Nagin’s art quilts have been exhibited extensively in the
United States and Europe, and her work is included in several
museum collections. “Over the past twenty years,” Nagin com-
ments, “the studio art quilt movement has become international
in scope.” She sees the Quilts Japan award as “an important
opportunity for international exchange of ideas and as a major
contribution to the continued artistic development of quilts
throughout the world.”

The Quilts Japan award for 1995 will be presented to a Quilt

National exhibitor.

FRENCH PATCHWORK REFERENCE DELIGHTS QUILT RESEARCHER

In the year 1507, 1, Phillipe, made a piece of needlework the

like of which had never been seen: it was a piece of cloth cut

and sewn together, in which there were more than eight
thousand pieces put and joined together, all on the bias and

in wool, and it looked like a painting, it was so well done . . .

I. .. offered to give ten gold coins to anyone who dared

undertake such a piece or even half of it . . . [T his piece [was]

hung all day long on St. Marc’s day of that year, in the Cathe-
dral square, in the view of everyone and no one dared remove

[it] or deposit a coin to take up the challenge.

So wrote master needleworker Phillipe de Vigneulles in one
of the few early references to quilting, recently discovered by the
French scholar Janine Janniére and described in The Quilt Journal
(vol. 3, no. 1, 1994). According to Janniére, de Vigneulles was
born in 1471 into a peasant family, worked as a draper and hosier,
and before his death in 1528, had become a wealthy merchant in
Metz, France. A skilled stitcher, he was also renowned as a writer
and historian.

De Vigneulles’s fabric was a banner depicting the Virgin Mary
and two saints, decorated with coats of arms of religious and
political figures of the time, all elaborately embroidered. Neither
the masterpiece nor any pictures of it have survived, but de
Vigneulles's statement and an accompanying poem and letter that
were posted next to the banner give clues to its probable con-
struction. Janniére believes it was a combination of piecework,
appliqué, and embroidery, probably in a variety of colors, so-
called mosaic fabric.

According to Janniére, examples and written accounts of
European patchwork before the eighteenth century are very rare.
The text by Phillipe de Vigneulles helps fill in a S500-year gap in
European quilting history.

The Quilt Journal is a publication of The Quilt Project/ The
Kentucky Quilt Project, Inc., PO Box 6251, Louisville, KY 40206.

Harper House

Recreate period elegance with our
80-page catalog of vintage clothing patterns.
Catalog $5.00 or
Free with order

of featured
pattern.

#P406
1910
Side Closed
Waist (to left)
Sizes 10-20 incl.
$9.50 ppd

#P212
Eretria Blouse
. (to right)

. Sizes 10-16 incl.
#13.50 ppd
PA Res. Add 6%
Sales Tax

}[arfer House
P.O. Box 400-Dept. PWJF-5
Gratz, PA 17030-0400
717-365-3381

VISA/MC Accepted

Atkinson's Country House

established in 1985

The complete supply source of fine
basketry supplies for the
beginner to serious basket weaver

@i

Kit Specials:
Little Bucket $18.95 postage paid
Rocking Horse $ 28.00 postage paid

reed, cane, wood splints, books, tools, naturals,
patterns, kits, handles, hoops, ceramics, videos,
stains, dyes, naturals, etc.

Sandy Atkinson, proprietor
your PBS-TV Country Basket Weaving Hostess

2775 Riniel Road Lennon, Michigan 48449
810-621-4947  orders: 1-800-832-3071

Visa, MasterCard, Discover, check or money order

FREE CATALOG
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o HNE‘I.YWE'
JUST
BEGUN

What we've accomplished over the last 25 yrs.
is only the beginning! Through HGA,
weavers and spinners of all abllmes can meet,
share techniques, learn and achieve recognition
as both professionals and artists.
sShuttle Spindle & Dyepot Quarterly Journal
'Convergcgoe—bxenmlzymgcma%oml mzejung of
fiber artists
*Learning Exchange, Small Expressions Exhibit,
HGA Awards & Scholarships
*Certificates of Excellence in Handweaving &

Handspinning
*Slide &Tcxule Rental Kits
*$25 one yr.; $48 two yrs. (add $4 per yr. outside of US.)

Join Today! Call 1(612) 646-0802

HANDWEAVERS GUILD OF AMERICA, INC.

2402 UNIVERSITY AVE. » SUITE 702 » ST. PAUL, MN 58114
TEL (612)646-0802 « FAX (612)646-0806

Crazy QuiLt

SAVE YOUR BACK ISSUES OF
PIECEWORK

WITH
CUSTOM
CASES AND
BINDERS

Protect your back issues of PIECEWORK with
clean, orderly, and readily accessible cases and binders
custom-made for us in dark blue leatherette, embossed
with gold leaf lettering. Each holds 12 issues.

CASES: $7.95 each, 3 for $21.95, 6 for $39.95

Send to Jesse Jones Industries, PIECEWORK,

Dept. PWK, 499 E. Erie Ave., Philadelphia, PA 19134.
Enclosed is $ for cases; binders.
Add $1 per case/binder for postage & handling.
Outside USA, $2.50 per case/binder (US funds only).
PA residents add 7% sales tax. NO P.O. BOXES, PLEASE.

Name
Address

City/State/Zip

Charge orders (minimum $15): AM EX, Visa, MC, DC accepted.
Send card name, number, expiration date. Call toll-free 7 days,
24 hours, 1-800-825-6690.
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! BINDERS: $9.95 each, 3 for $27.95, 6 for $52.95
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! Satisfaction Guaranteed!
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Prison EscAPEE PLiEs His CRAFT

Robert Shepard may be better remembered for how he got out
of jail than for why he was imprisoned in the first place. The West
Virginia inmate escaped June 29, 1994, from the South Central
Regional jail in Wood County by using a hand-braided rope of
dental floss to climb a cinder-block wall and suspend himself
while cutting through a fence. Shepard apparently obtained the
floss through proper channels at the prison commissary. Embar-
rassed jail officials didn't describe the braiding process in detail
but said that the rope was as thick as a telephone cord.

Shepard was recaptured about five weeks later. It's reported
that other prisons have limited the availability of similar dental
hygiene materials.

MEMORIES

I can remember even back before I was old enough to quilt,
my mother and older sisters would be quiltin’ and us little ones
had to keep their needles threaded. Wed be out in the yard playin’
and theyd holler they needed some needles. We had a whole bunch
of needles that we'd run in and thread . . . then when they run
out of needles threaded, here theyd holler again.

Unnamed quilter, quoted in Patricia Cooper and Norma
Bradley Buferd, The Quilters: Women and Domestic Art, 1978

DATING WITH BURLAP

The background material [of a hooked rug] may afford some
clues to a rug’s age. The eatliest rugs were made on a foundation
of linen or hemp. However, once burlap was introduced, it almost
entirely replaced linen or hemp. . . . The coarse fabric [available
as feed sacks] allowed the fabric strips to be pulled through with
a crochet or button hook. . . . Rugs hooked on burlap are gener-
ally presumed to date after 1850.

Leslie Linsley, Hooked Rugs: An American Folk Art, 1992

FAIRY QuiLT

One of the oldest references to quilting in Europe is includ-
ed in the “Lai de Désiré,” a thirteenth-century French poem or
fairy tale which takes place in Scotland. Its author is believed to
have lived in England. The poem tells the story of a nobleman's
son who falls in love with a fairy. Her bed is described as having
an appliquéd cover.

Adapted from an article by Janine Janniére,
The Quilt Journal, vol. 3, no. 1, 1994



Books NOTED

Fancy Feet: Traditional Knitting Patterns of Turkey, by Anna
Zilboorg, presents an array of colorful photographs of and charts
for traditional Turkish socks. Designs also have been adapted for
sweaters for more experienced knitters. Lark Books, 50 College
St., Asheville, NC 28801, 1994. Hardbound, 128 pages, $13.95.
ISBN 0-937274-75-5.

Designing Ecclesiastical Stitched Textiles, by Beryl Dean, is an
illustrated study of the elements of traditional and contemporary
church embroidery and design. Photographs and drawings show
the use of color, sign, and symbol in vestments and furnishings
for general readers and ecclesiastical textile designers while text
explains their history. Morehouse Publishing, 871 Ethan Allen
Hwy., Suite 204, Ridgefield, CT 06877, 1993. Hardbound, 95
pages, $35. ISBN 0-85532-752-9.

Speaking with Beads: Zulu Arts from Southern Africa, by Jean Mor-
ris and Eleanor Preston-Whyte, shows how a craft of symbolic
beadwork has retained much of its historical intricacy and vibrancy
in current Zulu life while becoming fashionable worldwide. The
well-researched text is accompanied by stunning photographs of
native people and their beadwork. Thames and Hudson, 500
Fifth Ave. New York, NY 10110, 1994. Softbound, 96 pages,
$19.95. ISBN 0-500-27757-5.

Beads of the World: A Collector’s Guide with Price Reference, by
Peter Francis, Jr., is an absorbing look at collectible beads from
around the world. The author’s extensive travel and research make
this book a good reference for those interested in anthropology
and archaeology. The price guide, reference section, and a list of
bead organizations make it a valuable resource for collectors.
Schiffer Publishing, 77 Lower Valley Rd., Atglen, PA 19310. Soft-
bound, 142 pages, $19.95. ISBN 0-83740-559-2.

Fabric Postcards: Landmarks and Landscapes, Monuments and Mead-
ows, by Judi Warren, presents a collection of fabric postcards
side by side with the photo or paper postcard that inspired them.
With tips from the author on construction and composition,
quilters will find this an innovative way to create evocative im-
ages in fabric. American Quilter’s Society, PO Box 3290, Pad-
ucah, KY 42002-3290. Softbound, 120 pages, $22.95. ISBN
0-89145-833-6.

New Dimensions in Tatting, by To De Haan-van Beek, intro-
duces tatters to a new technique that creates three-dimensional
designs. The book introduces basic shuttle and needle tatting for
beginners and offers new approaches for the experienced tatter.

LACIS, 3163 Adeline St., Berkeley, CA 94706, 1994. Softbound,
88 pages, $14. ISBN 0-916896-52-8.

Yarns  Embroidery

Yarn

* 100% Cultivated
Silk 5/2,12/2,
20/2, 30/2
Hand dyed with
natural dyes by
Trudy van Stralen,
author of

* 100% Cultivated
White Silk
5/2, 12/2,
20/2, 30/2

e 12/2 Merino Wool
18 Colors

¢ Brushed Mohair
21 Colors

¢ Natural Linen
10/2, 10/4, and
16/2 (bleached)

Indigo, Madder 3
Marigold from
Interweave Press

Sample Cards $7.50 Sample Cards $5.00

Louét Sales

P.O. Box 267
OGDENSBURG, NY 13669
(613) 925-4502

dealer inquiries welcome

AN
INTERWEAVE #i? FORUM

NATURE'S DYES

june 14-18, 1995
Colorado State University
Fort Collins, Colorado

A GATHERING FOR ARTISTS
AND CRAFTSPEOPLE
focusing on the techniques, history,
and ethnography of natural dyes.
Workshops, seminars, panel discussions, and
lectures for surface designers, weavers,
spinners, and papermakers.

For further information, send a #10 SASE to:

INTERWEAVE PRESS
Nature’s Dyes
201 E. Fourth St.
Loveland, CO 80537
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ANNE PoweLL, L1D.
Exquisite Sterling Silver Miniature
""Muzzle" Bear Pinchushion (L),
ruby or sapphire eyes, articulated
limbs, may be worn as pendant, 1.75"
tall, $285 Also in Sterling Silver,
authentic reproduction ""Nanny
Pin,” (M) end unscrews to reveal
needle & thread, gold or silver finish,
goldstone setting,$79. Shipping $3.

FL residents please add 6% sales tax.
Colour Catalogue of Linen, Counted
Designs, Needletools and Gifts $5
Visa/MC orders 1-800-622-2646

Post Office Box 3060
Stuart, FL. 34995

Candlewick Pillow Kit

Discover the beauty of
this Colonial craft
using froe simple

embroidery stitches.

o0

12" x12" pillow kit includes 100% cotton
unbleached muslin for pillow (front and
back). The design is silk screened on the
fabric. Also includes thread and detailed
instructions.

KIT# A101 — $23.00 U.S. (includes shipping)
(NY residents must add state sales tax)
or money order

Send check to:
HH DESIGNS PO Box 183, Dept. D, Eastchester, NY 10709

If you love

SAMPLERS,
we'd love to see youl

Foin us April 6-9, 1995 in the
historic Brandywine Valley for
events & activities designed for

sampler lovers.

Explore unique sampler and
needlework collections.

Learn by attending stitching
classes & lectures from esteemed
teachers & noted authorities.

“Discover treasures of Antique
Samplers, Linens, Sewing Tools
& our Needlework Boutique.

" #5555 69098688955 6660660005Cs0eEssesEe00s0000E00080eB0 e
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Meg Swansen’s new VIDEO

CARDIGAN [T
DETAILS

Knit a circular
Norwe, lal‘l—?
cardigan!
All aspects of
the construction
are clearly
shown: cast on,
increase, short
rows, knittin AL
backwards, neck-steek, stitching and cutting,
sewing in sleeves and all details of the knit-
ted-on cardigan edge: knit-up ratio, mitered
corners, neck shaping, one-row buttonholes,
I-Cord cast off, finishing etc.
VIDEO: 90 min plus printed
instructions $34.95 ppd.
KIT: Lupine Blue & Pale Grey
medium weight wool (4 sts to 17),
9 Norwegian pewter buttons &

instructions $64.55 ppd

Call for other color choices, or order a
full sample card/booklist for $3.

ORDER: Kit & Video together
and save $10: $89.50 ppd

] B

Schoolhouse Press _&S&j

For more information, send a 6899 Cary Bluff since 1959
¢ long SASE with .52 postage to: Pittsville, WI 54466
! PO Box 718, Dept. P (T1S8) SSA-22TDD
1 Ingomar, PA 15127 > visa/mastercard/discover
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CraAzy QuiLt

THIMBLES

Thimbles made before the nineteenth
century usually have a rounded top. They
were made from a disk of metal which was
hammered into shape in a thimble stamp,
or they were cut out in two pieces and were
vertically seamed and then seamed again
around the top. Horn thimbles were cer-
tainly made in the colonies and probably
ivory ones. Late in the eighteenth centu-
ry pinchbeck (imitation gold named after
the inventor) and brass thimbles would be
made, and steel tops would be included
on silver ones. The nineteenth century
brought squared-off tops and some time
in mid-century, size numbets.

Hope Hanley, Needlepoint in America, 1969

EARrLY Ruc Kits

Perhaps the first to package and mar-
ket hooked rug patterns was Edward Sands
Frost, a tin peddler from Maine whose
wife was a rug maker. At her suggestion,
Frost designed metal stencil patterns that
he applied to burlap. He began taking
them on his route in 1868, and within
eight years had an inventory of 180 dif-
ferent rug designs. . . . [H]is simplified,
[symmetrical] patterns made rug hooking
accessible to an eager new audience.

Leslie Linsley, Hooked Rugs: An American

Folk Art, 1992

CREELAGHS

One of the most unusual traditional
baskets is the creelagh, designed for holding
carded wool while spinning. Shaped like
an American football with a square hole
at the top, it comes from the Highlands
and islands of Scotland.

Dorothy Wright, The Complete Guide to
Basket Weaving, 1972



+ MOBILE, ALABAMA. March 4-5. Pride of Mo-
bile Quilt Show, sponsored by the Azalea City
Quilters Guild. Anne Godwin, 1520 Godwin
Ln., Mobile, AL 36618. (205) 344-3237.

+ TUCSON, ARIZONA. January 20-22. Tucson
Quilter’s Guild’s 17th Annual Quilt Show at
the Tucson Convention Center, 260 S.
Church St., Tucson, AZ 85701. Meg Zechiel,
(602) 744-0930.

+ LONG BEACH, CALIFORNIA. june 25-30. The
Embroiderers’ Guild of America presents the
Pacific Southwestern Region Seminar '95,
Threaded Treasures. Send a large SASE to
Carol Underwood, 6616 Springpark #7, Los
Angeles, CA 90056.

+ MONTEREY, CALIFORNIA. April 28-30. Con-
ference of the Northern California Hand-
weavers (CNCH) *95: Our Ocean’s Rim, Today,
and Tomorrow, Monterey Conference Center.
Registration information, PO Box 6995, San
Jose, CA 95150-6995. (408) 293-6505.

+ OXNARD, CALIFORNIA. March 18-19. Stitch-
ers’ Faire and Boutique, sponsored by the
Channel Islands Chapter of the Embroiderers’
Guild of America, PO Box 6813, Oxnard, CA
93031.

+ SACRAMENTO, CALIFORNIA. February | 1-12.
A Forest of Fibers, presented by the Sacra-
mento Weavers and Spinners Guild at the
Shepard Garden and Arts Center. (916) 454-
0765 or (916) 736-1221.

+ SANTA ROSA, CALIFORNIA. March 31-April

1. Sixth Biennial Needle Art Show, sponsored
by the Redwood Stitchers Chapter of the Em-
broiderers’ Guild of America. Send a SASE to
Rose Norris, 2044 Woodside Dr., Santa Rosa,

CA 95404. (707) 544-8016.

+ HARTFORD, CONNECTICUT. Through Febru-
ary 26. Cheney Textiles: A Century of Silk at
the Wadsworth Atheneum, 600 Main St.,
Hartford, CT 06103.

+ ORLANDO, FLORIDA. March 24-26. Florida
Tropical Weavers Guild’s Annual Conference.
Babs Boudreau, 733 Laurel Ave., Venice, FL
34292. (813) 488-6217.

+ PENSACOLA, FLORIDA. March 24-25. Pen-
sacola Quilts! 6th Biennial Quilt Show and
Sale, sponsored by the Pensacola Quilters’
Guild. Angie Helman, 3965 Scenic Highway
Cir., Pensacola, FL 32504. (904) 434-3872.

+ TAVARES, FLORIDA. March 3—4. Lake County
Quilters Guild’s 13th Annual Quilt Show at
the Lake County Agricultural Center. Kathryn
Lowry, 3209 Rainbow Rd., Tavares, FL 32778.

+ ATLANTA, GEORGIA. March 30-April 2.
Fiber Forum 1995, hosted by the Peachtree
Handspinners Guild. Workshops include knit-
ting, tapestry crocheting, spinning, and weav-
ing. Suzanne Deal-Fitzgerald, PO Box 80904,
Conyers, GA 30208. (404) 786-0510.

+ ST. CHARLES, ILLINOIS. March 22-26. The
Knitting Guild of America’s National Conven-
tion. Deadline for International Design Com-
petition is February 9. Send a SASE to TKGA
Design Competition, PO Box 1606, Knoxville,
TN 37901.

+ SPRINGFIELD, ILLINOIS. January 22-April 16.
Patchwork Souvenirs of the 1933 Chicago
World’s Fair at the lllinois State Museum,

Spring and Edwards Sts., Springfield, IL 62706.

+ FORT WAYNE, INDIANA. March 25. A Gath-
ering of Quilters V, sponsored by the Apple-
seed Quilters Guild, PO Box 25031, Fort
Wayne, IN 46825.

+ LAMONI, lowA. March 17-18. Southern
lowa Quilt Show, Timeless Treasures, spon-
sored by Heartland Quilter’s Guild at Grace-
land College Shaw Center. Send a SASE to
Nadine Cracraft, 140 N. Linden, Lamoni, I1A
50140.

+ KANSAS CITY, KANSAS. March 25-26. The
Weavers Guild and Fiber Guild of Greater
Kansas City will present KAWS 95 with Re-
becca Bluestone. Send a long SASE to Traci
Odle, 5601 Birch, Roeland Park, KS 66205.

+ BOSSIER CITY, LOUISIANA. April 21-April
23. Quiltfest ’95, sponsored by the Red River

Quilters. Lynda Britton, 707 E. Southfield Rd.,

Shreveport, LA 71105. (318) 865-6916 or
(318) 675-6809.

1995

| Victorian embroiderers delighted in
depictions of domestic animab, particulady

H  spaniels modeled afier Queen Victoria's

[| petDash. Spaniel Puppyis a G-inchsquare
adaptation of an exquisite Beslinwork

H pattem. Packed with the finest of
Britishwool, this elegant kitincludes

i easily managed 10-mesh peinted canvas
supplemented witha detailed color chart.
Itis from Elizabeth Bradley Designs, for

H which our shop s a full-line stockist. —
To order, send a check or credit cand datadls [F—

 Andover, MAO1810  Facsimile (508)683-3146 =

“...a gold mine of
supplies for needlepoint
and cross-stitch fans.”
- The Boston Globe h

SRR ‘AR
EVA Pl E.28
ROSENSTANI

3 [l

Presenting Catalog No.22

Our exciting NEW color catalog filled
with bundreds of beirloom quality
COUNTED CROSS STITCH kits is
now available. Send $5.00 for your
catalog today.

Addren

City

State Zip

EVA ROSENSTAND®

P.O. Box 185P, Clovis, CA 93613-0185
(209) 292-2241
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Crazy QuiLt

+ BALTIMORE, MARYLAND. Through April 16.
Starry Nights: Star-Patterned Quilts from the
Collection. The Baltimore Museum of Art, Art
Museum Dr., Baltimore, MD 21218-3898. (410)
396-6300.

+ BETHESDA, MARYLAND. March 2-April I5.
Fiber Visions, the anniversary exhibit of the
Potomac Craftsmen Guild and Gallery Strath-
more Hall Arts Center, 10701 Rockville Pike,
Bethesda, MD 20814, (301) 530-0540.

+ LAUREL, MARYLAND. June 4-11. Friends of
Montpelier and Stitching Pretty, Ltd., pre-
sent the First Annual Needlework Exhibition
at the Montpelier Mansion, 9401 Montpelier
Dr., Laurel, MD 20707. Michelle or Denise
(301) 604-0808.

+ WORCESTER, MASSACHUSETTS. February
25-26. New Traditions Workshops at the

Worcester Center for Crafts, 25 Sagamore
Rd., Worcester, MA 01605. (508) 753-8183.

An Interweave jJourney

The New Zealand
Woolcraft Festival
May, 1995

Join INTERWEAVE as we journey 16 days
through the North & South Islands of
New Zealand breathing in its beauty,
culture, and history. Absorb the rich
Maori craft traditions.

Participate in the Woolcraft Festival at
Invercargill in Southland, New
Zealand. Wallow in more wool than
you ever dreamed possible. Admire
the adept creations of the Fashion Pa-
rade. Increase your textile vocabu-
lary through the educational pro-
gram. Be on the first INTERWEAVE
Sheep to Shawl team.

For joumey details, send an SASE to:

. Woolcraft Festival
») INTERWEAVE PRESS
201 E. Fourth Street
! Loveland, CO 80537

{We have assumed the New Zealand tour
formerly organized by Mary Fletcher Tours.)
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+ HARPER WOODS, MICHIGAN. April 21-22.
Quilts from the Heart, sponsored by the Quilt
Guild of Metro Detroit. Linda Rivard, 56200
Bellford, Shelby Township, Ml 48316. (810)
781-5932.

+ SANTA FE, NEW MEXICO. March 31-April 2.
Quilts in Santa Fe: A Biennial Symposium
and Bazaar, sponsored by Recursos de Santa
Fe, 826 Camino del Monte Rey, A3, Santa Fe,
NM 87505.

+ NEW YORK, NEW YORK. Through February.
Quilted Visions: Modern Quilts with Jewish
Themes at the Yeshiva University Museum,
500 West 185th St., New York, NY 10033-
3201. (212) 960-5390.

+ BLACK MOUNTAIN, NORTH CAROLINA. June
1-4. North Carolina Quilt Symposium. Work-
shops, lectures, vendors, Fairfield Fashion
Show, and competitions. Send a large SASE to
Dorothea Aldefer, 298 Town Mountain Rd.,
Asheville, NC 28804. (704) 253-8972.

+ AKRON, OHIO. April 27-30. 26th Annual

Stitchery Showcase, sponsored by the Stan
Hywet Needlework Guild. Stan Hywet Hall,
714 North Portage Path, Akron, OH 44303.

+ PERRYSBURG, OHIO. July 29-30. Kaleido-
scope of Quilts VNI, a judged quilt show pre-
sented by the Glass City Quilt Commission.
Send a large SASE to Bobbi Bettinger, 5142
Planet Dr., Toledo, OH 43623. (419) 472-8397.

+ EUGENE, OREGON. April 22-30. Unbroken
Thread, a quilt show by the Pioneer Quilters
at the Lane County Historical Museum. Send a
SASE to Linda Yaeger, PO Box 497, Pleasant
Hill, OR 97455.

+ AUSTIN, TEXAS. February 24-26. Embellish-
ment: The International Bead and Button
Show at the Austin Convention Center. Send
$3 to Embellishment, 7660 Woodway Dr.,
Suite 500, Houston, TX 77063.

+ BONHAM, TEXAS. March 24-26. Norman

- Kennedy weaving workshop at Fort Inglish.

Betsy Ferman, Broken F Ranch, Rt. |, Box
82Al, Dodd City, TX 75438, or Fort Inglish
Society, PO Box 29, Dodd City, TX 75438.

+ FORT WORTH, TEXAS. May 19-21. Quiltfest
'95, Garden Party, sponsored by the Trinity
Valley Quilters’ Guild, PO Box 122658, Fort

1995

Worth, TX 76121-2658. Sandra McCartney,
(817) 294-5179.

+ LUBBOCK, TEXAS. April 2-May 28. The
Embroiderers’ Guild of America’s Fourteenth
National Exhibit at the Museum of Texas Tech
University. Pat Grappe, 402 Pine St., Level-
land, TX 79336. (806) 894-6416.

+ WILLIAMSBURG, VIRGINIA. February 23-26.
Mid-Atlantic Quilt Festival VI at the Hilton
National Conference Center and Mid-Atlantic
Wearable Art Festival at the Williamsburg
Lodge. February 24-26. Williamsburg Vintage
Fashion and Jewelry Show. Send a #10 SASE
(75 cents’ postage) to Williamsburg Festival
Week 1995, c/o David M. and Peter ). Mancuso,
Inc., PO Box 667, New Hope, PA 18938,

+ WHITE SULPHUR SPRINGS, WEST VIRGINIA.
March 18-23. The Exemplary, National Acade-
my of Needlearts’ Exhibit. Barbara Edmonds,
10300 Cherokee Rd., Richmond, VA 23235.

+ WAUSAU, WISCONSIN. Through January 8.
Beauty in Japanese Quilts at the Leigh Yawkey
Woodson Art Museum, 700 N. Twelfth St.,
Wausau, WI 54403-5007.

+ BRUGES, BELGIUM. May |5-21. Springtime
Belgian Lace Workshop. Deadline April I5.
November 24-December 2. Autumn Belgium
Lace Workshop. Deadline October 24. Point
Ground (formerly Beggars’ Lace Tours), 124
W. Irvington PI., Denver, CO 80223.

+ BOLIVIA. June |4-July 6. Peru 1996. Weav-
ing, hiking, cultural tour. Weavers Trek, Betty
Davenport, 1922 Mahan, Richland, WA 99352.
(509) 946-4409.

+ GERMANY. September 9-22. Passport to
Germany'’s Lace-making Centers. Deadline
August 9. Point Ground (formerly Beggars’
Lace Tours), 124 W. Irvington Pl., Denver,
CO 80223.

+ ICELAND. May 20-26. Wool Camp, a week-
long intensive introduction to Icelandic wool,
followed by an optional week-long intensive
residential weaving or knitting session May
27-June 2. Ned Heite, Box 53, Camden, DE
19934, (800) 777-9665.



The Ladies’ Art Company

Every quilter should have our book of 400

designs, containing the prettiest, queerest,

scarcest, most grotesque patterns from old log
cabin to stars and puzzle designs.

Ladies’ Art Company advertisement,

Home Needlework Magazine, 1899, from

Clues in the Calico, by Barbara Brackman

Arkansas Traveler, Alabama Beauty, Bear’s
Paws, Blazing Star, Cactus Blossom, Con-
federate Rose, Dove in the Window, Eight Hands
Around, Feather Star: the litany of quilt names
found in Marie D. Webster’s classic quilt book,
Quilts: Their Story and How to Make Them, reels from
Air Castle to Yankee Puzzle. First published in
1915, the book appears to borrow much of its
listing from that of the Ladies’ Art Company,
which published catalogs of quilt and other
needlework patterns for almost 100 years. (The
company’s founding date is given on catalogs as
1889, but that may simply have been the first year
the company was required to print a founding
date on the catalog; it is known to have been at
its first address as early as 1875.) Marie Webster
alphabetized the pattern names that the compa-
ny had numbered in its catalogs, added some
names from other periodicals of the time, and
included a few designs of her own, but her list is
otherwise essentially that of the St. Louis, Mis-
souri, company.

The Ladies” Art Company (which spelled its
name both with and without the apostrophe) did
not invent quilt patterns but simply gathered and
published the patterns and names of existing ones.
After the Civil War, according to the quilt schol-
ar Barbara Brackman, quilt names had continued
to reflect regional origins, but styles started to
become more homogeneous through national
publications and exhibits such as the 1876 Cen-
tennial Exposition held in Philadelphia. In pub-
lishing a catalog offering named patterns, the
Ladies’ Art Company greatly influenced quilt
nomenclature and established a niche for itself

in quilt history. The company both reflected quilt
history and by spreading quilt patterns, helped
create it.

The Ladies” Art Company began publishing
its catalogs on Pine Street in downtown St. Louis.
The earliest surviving
catalogs are from the
1880s. Without ben-
efit of the databases,
newspaper morgues,
and other resources
we would expect to
use today, the com-
pany collected many
of the quilt patterns
conceived, adapted,
borrowed, duplicat-
ed, and designed by
nineteenth-century
and early-twentieth-
century American
quilters.

Pattern
previously had ap-
peared sporadically in
farm journals, alma-
nacs, and fancywork
instruction books.

names

Many patterns were
published without
names or under the
general  headline
“Patchwork.” A farm
journal might offer a
quilt pattern or two a
month, but the
Ladies” Art Company
offered hundreds. In 1898, the Ladies’ Art Com-
pany catalog Diagrams of Quilt, Sofa and Pin Cushion
Patterns listed 420 patterns; in 1928, the catalog
Quilt Patterns—Patchwork and Appliqué listed 530.
The company published and revised its catalogs
for about thirty years, then continued to offer the
final set of patterns for sale through the early
1960s, when it ceased to do business.

1995
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Cover of the Ladies’ Art Company’s
Tenth Revised Edition of Diagrams of
Quilt, Sofa and Pin Cushion Patterns.

Courtesy of the Missouri State Historical Society,
Saint Louis, Missouri.
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Facsimile of the second edition
of an 1897 Ladies’ Art Company
catalog, Miniature Diagrams

of Quilt Patterns.

Courtesy of Quilter’s
Newsletter Magazine.
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Through the years, the Ladies’ Art Company
offered stamping supplies, thread, quilting frames,
and finished blocks in its catalogs (in 1940, cal-
ico blocks cost between 55 cents and $1; silk
blocks, between 80 cents and $1.70). In 1898,
customers could buy a cardboard quilt block pat-
tern for a dime (or three for a quarter), but by
1940, the price for a design on perforated bond
transfer paper was 50 cents.

Patterns were added to or deleted from the
catalogs according to popularity and profitabil-
ity. The same block might appear in different

catalogs under different

Ladies” Art, moved about half a dozen times dur-
ing the years the company was in business, but
no fiscal information about the company is avail-
able. The catalogs themselves do not reveal who
wrote the text or chose items to be featured, such
as shade kits for gas lamps.

THE PATTERNS

In the beginning, the Brockstedt children wa-
tercolored the cardboard block patterns after
school. Each cardboard quilt block pattern would
go into a brown envelope marked with the pat-

tern's catalog number, along

names, reflecting fads or re- ;"\-" with cut-out pieces of a
gional variants. At the e ! matching block to use as a
height of its production, the o % template.
company employed neady $ MINIATURE DIAGRAMS c The Brockstedts prided
sixty people to fill pattern 4 e QU ILT themselves on the patterns’
orders. After World War 11, ! % ~— - ) accuracy from the very first
when quilting and other Dot l-)_XT_T;E_R.N‘:’ catalog, according to the
needlework dedlined in pop- £ Ladies ArtCo, 3 quilt historian and pattern
ularity, the Ladies’ Art k. I S s “oé collector Cuesta Benberry.
Company also declined. = : Benberry, who correspond-
o > g ed with Ladies’ Art in the
LA LT . ‘PRices. 3 1960s, wrote in the Spring
Lanoes” Anr = é 1971 issue of Nimble Needle
The company was GRS e o E Treasures: “[ Alnyone who has

founded by the Brockstedt
family, whose members’ lives
remained quite private.
Henry Brockstedt’s parents
immigrated to the United States in 1855, when
Henry was two years old. The U.S. Census of
1900 shows that Henry Brockstedt, son of a Ger-
man father and Swiss mother, lived in St. Louis
with his wife, Emma, their daughters, Alma and
Clarissa, his mother, Alrika, and his sister, Alma.
Other census information (before privacy laws
went into effect in the 1930s) showed no addi-
tional information. Marital records do not reveal
a marriage for either daughter. Little else is known
about the family or the company. No magazine
or newspaper article featured them. Local his-
torical societies have only a catalog or two. City
directories show that the family, and with it

199§
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<

ever actually sewn by an
original Ladies’ Art Com-
pany pattern knows the
pleasure of not having to
adjust the pattern, as is common with so many
other printed quilt patterns.”

Benberry's correspondence related to her goal
of compiling a complete set of catalogs. (Her
comparison of the Webster book with Ladies’
Art Company names showed that of 467 pattern
names in the Webster listing, only 80 are not
Ladies” Art Company names. Of those, 1S are
Webster’s own designs, leaving only 60 not at-
tributable to Ladies’ Art.) Because Benberry's in-
terest at the time was in the patterns and their
names rather than the people behind the research
and cataloging, she learned little about those who
stamped their replies simply “Ladies’ Art.” She



received a note from someone at the company in
1970 indicating that the cardboard used to make
the first patterns had been dated before 1889.

THE COMPANY’S INFLUENCE

Twentieth-century quilt historians clearly have
depended upon the Ladies’ Art Company’s list-
ings. In addition to Marie Webster, Carrie Hall's
Romance of the Patchwork Quilt and William Rush
Dunton, Jt.s Old Quilts (1946) draw on the com-
pany’s listings. Dunton mentions Marie Webster
among his sources and recalls corresponding with
Ladies’ Art in 1936, at which time a company
employee acknowledged that business was drop-
ping off.

The Ladies’ Art Company’s pattern names
have become standard. The patterns printed in
the Kansas City Star, one of few periodicals that
offered a full-size pattern in a weekly quilt col-
umn, appear “to have dipped liberally in [the
Ladies’ Art] ‘fountain of knowledge,’ ” accord-
ing to Benberry (Quilters’ Journal, Summer 1978).
The paper published 1,068 patterns between 1928
and 1961. Additional quilt researchers who have
inherited the Ladies’ Art Company’s nomencla-
ture include Jinny Beyer, Barbara Brackman, Joyce
Gross, Jeannette Lasansky, Penny McMorris, and
Wilene Smith. Cuesta Benberry called Ladies’
Art a “time-honored patriarch of American quilt
pattern companies.”

Like the Ladies’ Art Company’s influence, the
litany of names recorded in Marie Webster's book
continues: Lover’s Links, Maple Leaf, Morning
Glory, Nine Patch, Odd Fellows’ Chain, Pine-
apple, Quartette, Robbing Peter To Pay Paul, St.
Louis Star, Twin Sisters, Unknown Star,
Vestibule, Wedding Knot, The Xquisite, Yankee
Puzzle.

ABOUT THE AUTHOR. Martha Baker embroiders and gar-
dens when she is not freelance writing or teaching writing
in St. Louis, Missouri. She thanks Cuesta Benberry for her
research and writings about the Ladies’ Art Company and
for insightful conversations on the subject.
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The Iraditional
Silk Braids of Japan

MASAKO KINOSHITA

Kumihimo obijime
given to Masako
Kinoshita as part of
a kimono set. Inset
photograph shows
the kimono, the obi,
or sash, and the
obijime,

Courtesy of M;rsako
Kinoshita,
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GREW UP IN JAPAN with my parents, two broth-
Iers, and a sister who was much younger. We spent

summer vacations and winter holidays at my grand-
parents’ house at a seaside resort near Tokyo. Because
my grandfather (my father’s father) collected Oriental
antiques, beautifully crafted objects were always part of
my surroundings. I was strongly attracted to them even
when I was quite young, It was and still is customary for
gitls to have a kimono set or two for special occasions
that includes a robe and a broad sash, or obi. When I
was sixteen, I received several kimono sets from a rela-
tive who had outgrown them. From the moment I saw
them, I was captivated, and I think they have determined
my taste in kimono. Their art nouveau designs set them
apart from kimono I had had as a young girl. Among
the sets were two kumibimo cords, or obijime, that tied
around the obi. Although I thought little of how the
ties I had been given were made until I began to weave
in the United States in 1969, they were treasured ob-
jects. I gave one obijime to my sister and still have the
other.

Obijime have been braided by a traditional Japanese
stand-and-bobbin braiding technique known as kumibi-
mo (literally, “braids[s]” or “braiding technique”) since
the early twentieth century. At that time, the braid man-
ufacturers, who no longer needed to provide the many
braids once used to lace the small plates of rawhide or
iron into suits of armor and to make sword belts, turned
to making braids for other purposes, such as ties for
clothing,

Kumihimo silk braiding was not introduced into
Japan until the seventh or eighth centuries, although
other kinds of braids had been important in Japan for
centuries. The oldest extant braids in Japan today are
from the seventh century. Although these examples clear-
ly demonstrate that sophisticated techniques for mak-
ing braids existed by that time, the Japanese had been
exposed to such braids even earlier. In 234, the emper-
or of China gave a purple band or ribbon made of silk
braids to the Queen of Yamatai-Koku, a tribal nation
in Japan, and a blue band to her emissary.

The special high value attached to braids long ago

may have established early the strong affection for and
appreciation of braids that have permeated Japanese cul-
ture. Braids have always been both functional and dec-
orative. A sword belt, or hirao, worn by emperors, princes,
and high officials with their most formal robes, indi-
cates the wearer’s rank by its weave and color. Braids have
also been used to tie scrolls, trim dance costumes and
horse trappings, and even tune musical instruments
(braids are attached so that they can tighten or loosen
the strings on stringed instruments and thereby raise or
lower the strings’ pitch).

Traditionally, most kumihimo braids have been made
of silk. Cotton was used only as a novelty material. Mod-
ern handmade kumihimo are made of fine three-ply fil-
ament silk. A single braiding strand consists of a num-
ber of fine silk threads grouped together. The braider
prepares the strands by winding thread over a measured
length on a board; he or she prepares a multiple of four
strands, as is required for most kumihimo. One end is
knotted, each strand is wound on a bobbin, and the
strands and their bobbins are set up over a stand (see
picture above).

A CHANCE 10 LEARN KUMIHIMO

My educational background in physics gives my in-
terest in textiles a particular focus on structure. In 1973,
my husband, a professor at Cornell University in Itha-
ca, New York, began a sabbatical in Japan. Realizing
that I wouldn't be able to weave in our tiny Tokyo apart-
ment, I decided to take advantage of the time in Japan
to learn kumihimo techniques. By then, I had learned
various weaving structures and experimented with them
in my weaving, yet the structure of the obijime braid I
was first given puzzled me, and I was excited by the
prospect of learning to make it. During that year, al-
though the instruction never reached the complexity of
my original braid, I learned to make more than twenty
varieties of structures with four to thirty-two strands
and in various color designs using kakudai (braiding-down
techniques customarily done on a square-topped stand)
and marudai (braiding-up techniques customarily done

1995 JANUARY /FEBRUARY

Masako Kinoshita
making a traditional
kumihimo braid on
a marudai, or round-
topped stand. Two
strands are simulta-
neously transferred
by a symmetrical
movement of both
hands. Here, a
twenty-strand
“Jewels in a Basket”
braid is being
constructed. When
a stand and bobbins
are used, the com-
pleted braid can be
counterweighted to
hang down through
a hole in the center
of the stand or rise
vertically from the
stand.

Courtesy of Masako
Kinoshita.
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Braider and
embroiderer in
Poetry Match of
Seventy-One Pairs
of Artisans, a
nineteenth-century
copy by Seisen and
Shosen Kano of a
fifteenth-century
illuminated scroll
attributed to
Mitsunobu Tosa
(1434-1525).
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on a round-topped stand). I analyzed their structure and
thought that they must be the most efficient and ele-
gant of hand-braiding methods.

When I returned to the United States, I published
some articles on kumihimo to introduce the technique

here, and my interest in kumihimo and in other braid-
ing techniques grew. When I encountered slentrg, a Dan-
ish braiding technique in which one manipulates loops
on one’s fingers (no tool is used), its simplicity and ef-
ficiency fascinated me. One could make decorative braids
of ten to fourteen strands with various structures in rel-
atively little time. I was particularly curious about how
kumihimo and slentre braids—and the techniques for
making them—compared. I investigated the structural
characteristics of both kinds of braids and evaluated how
practical each was to make.

In kumihimo, the traditional Japanese stand-and-
bobbin technique, the strands are manipulated in pairs
(by simultaneous hand movements, each hand holding
one strand attached to a bobbin). Because each strand
can be freely transferred from one position to another,
it belongs among the “free-end” braiding techniques. In
slentre, each loop (or joined pair of strands) is hooked
on a fingertip, and the fiber is kept taut between a fixed
braiding head and one’s fingers. In this manner, loops
can be kept in order while they are transferred and ex-
changed one at a time between the fingers of both hands
to construct a braid. Most loop-manipulation techniques
like slentre are finger-held: the paired strands move si-
multaneously, interdependent but not following an iden-

tical path.

THE CLUES IN THE BRAIDS

For many years, Japanese textile scholars have assumed
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that the numerous extant specimens of elaborate Japa-
nese silk braids, the earliest dating to the seventh cen-
tury, were constructed by the braiding-up techniques
known today as marudai (literally, “round-top stand”;
the term indicates both the equipment and the tech-
niques usually used with it). However, as I compared
kumihimo and slentre, I realized that some construc-
tion details of the old Japanese braids failed to support
the assumption that they were made on a stand with
bobbins—and even suggested that they might have been
made with loop-manipulation techniques. From Braids
in the Shaso-in, a book that presents braids from the trea-
sures of the Shoso-in (the main warehouse of Todaiji
Temple in Nara since the eighth century, now managed
by the Imperial Household Agency), I learned that out
of more than 300 eighth-century square braids, about
two-thirds had been made with an odd number of
strands times two. This was surprising. The number of
strands that braiders would be likely to favor is usually
one that makes the structure of the braids most sym-
metrical; square braids made on a stand with free-end
braiding techniques such as marudai would be expect-
ed to have a strand count that was a multiple of four (an
even number times two). The high proportion of Shoso-
in square braids made with an odd-number-times-two
strands strongly suggested that these braids were not made
with a free-end technique. However, in a square braid
made with loop-manipulation techniques, an odd num-
ber of loops achieves a more symmetrical braid.

Realizing that loop manipulation might better ex-
plain the strand count of the old braids, I sought evi-
dence of the ancient use of loop manipulation in Japan.
The oldest illustration of a braider in Japan, the fifteenth-
century scroll Poetry Match of Seventy-One Pairs of Artisans,
showed a technique that clearly resembled the loop-ma-
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Braiding with a stand involves various steps of
preparation. In this method, without using a stand

or bobbins, the strands are slipped on around one’s
left and right bands and kept taut. Since the bands

do not touch the yarn, it will retain its luster.
Moreover, if this method is compared to the stand
method, in the time it takes to fashion a 6-shaku
5-sun (2.5-meter) braid on a stand, a braid of
l-jo 9-shaku 5-sun (7.4 meters) can be made.
Becaust of this convenience and simplicity, it has

been designated as a confidential technique. . . .

Keep it confidential. Keep it confidential.

nipulation techniques, such as slentre, that I was famil-
iar with, in which the loops are held on the fingers. I
learned a little later about “Hiden Itokumi [Confiden-
tial Braiding Technique],” a chapter in an early-nine-
teenth-century treatise, Shika Suyo [Thesaurus for Ceasing
War]. The technique illustrated there showed looped
strands that go around the hands rather than the fingers.
This was my first encounter with hand-held methods. I
also learned that this technique, which no contempo-
rary Japanese braiders knew, had been practiced in Japan
until the late nineteenth century, when it became obso-
lete. Only one other culture, that of nomads in the Sul-
tanate of Oman at the southeastern tip of the Arabian
peninsula, is known to practice hand-held braiding.
Unfortunately, the descriptions of eight procedures
recorded in “Hiden Itokumi” were incomprehensible.
Because the text stated that the technique was protect-
ed because of its great efficiency, I guessed that the in-
structions were encoded. The passage (above) which I
translated, compares braiding with a stand to braiding
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by hand.

Over a period of about a year, working on the text in-
termittently, I decoded the instructions. The process in-
volved figuring out the potential meaning of such phras-
es as “move heaven to earth and then earth to heaven”
and then trying them as loop manipulations. The sym-
bols used for each braid’s directions were different: one
might use the terms “northeast” and “northwest” and
another “yin” and “yang.” Whenever I got stuck, I re-
called that everyone I knew thought that the text was gib-
berish. I had to overcome doubts to start experimenting
again. Eventually, I decoded and reconstructed all eight
procedures, along with another recorded in “Essentials
of the Braiding Techniques of the Mano Family” (1819),
a manuscript manual of kumihimo contemporaneous
with “Hiden Itokumi.” From these nine procedures, seven
structurally distinctive braids can be constructed.

ADDING UP THE EVIDENCE

Braids historically were used most abundantly on
armor and its accessories. A typical fully decorated suit
of armor required about 200 pieces of 2-meter-long
braids (odoshige) for lacing the small leather or metal plates.
Nearly eighty additional braids of various weights, struc-
tures, widths, and colors, and designs were used to com-
plete a suit of armor.

In the centuries during which warring clans strug-
gled for power, lacing braids were required constantly
to replenish and repair armor. Hand-held loop-manip-
ulated braiding is nearly three times as fast to make as
kumihimo. I concluded that during the era preceding
the Edo period (1615-1867), the loop-manipulation
techniques practiced in Japan, which I call kute-uchi, were
the most plausible methods by which braids were made
to meet the staggering demands for armor and to con-
struct most of the other surviving braids.

Although kute-uchi literally means “hand-strap braid-
ing,” T use the term to refer to the hand-held techniques
that I reconstructed from the two Edo-period records,
the braids that my colleague Noemi Speiser and I de-
rived from them (for example, forty-four-strand braids
for which ditections were not given but which we dis-
covered we could construct together by using our four
hands), and finger-held loop-manipulation techniques
depicted in the fifteenth-century illustration.
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Replicas of some of the historical kumihimo braids, which the author constructed based on ideas developed in cooperative research with
Noemi Speiser. The close resemblance of these braids to the originals lends support to the theory that the original braids were constructed

by loop manipulation.

From the top: a 72-strand twelfth-century braid at Chusonji Temple, Iwate Prefecture; 132-strand twelfth-century braid at Osaka Shitennoji
Temple; the 144-strand thirteenth-century double-faced tortoiseshell braid at Hayatam Taisha Shrine, Wakayama Prefecture; a sixteenth-
century two-layer braid with a free-form design at Hase Temple, Nara Prefecture; a 40-strand fourteenth-century braid at Chion’in Temple,
Kyoto; a twelfth-century wrapping braid for sutra scrolls at Itsukushima Shrine, Hiroshima Prefecture.

The top three braids are muitiple interconnected square braids. They are solid braids with a color design composed of repeats of two
portions of different motifs and/or color schemes. The two portions appear back to back on two faces of the braids and periodically reverse
their positions. The fourth braid has a double interlacing pick-up design. The outer and inner structures of the fifth braid interchange,
creating areas of different color schemes. The original braid of the bottom sample is less than one centimeter wide and is constructed of
five interlinked flat braids.

Photograph by A. Gillis.
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KuTE-ucHI: JAPANESE LOOP-MANIPULATED BRAIDING

The braider of kute-uchi manipulates the loops on
hands held with palms facing the body and fingertips
pointing toward each other (Figure 1) while the other ends
of the strands are fastened together and attached to a sta-
tionary anchor. Each loop behaves as a joined pair of
strands, and so each strand of a pair performs the mirror
image of the other’s movements during the manipulations.

The strands are interlaced by transferring the outer-
most loop from one hand to the innermost position on
the opposite hand. This basic transfer, repeated and

Figure |
Holding the loops

Figure 2
Outside-around open
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alternated from side to side, results in a braid. Variations
in structure among the braids depend upon the number
of loops, how the loops are allocated on the braider’s
hands at the beginning of the braid, which of four types
of transfers are used, and the order in which the trans-
fers are executed. Variations in color designs depend upon
the braid’s structure, the color of the strands, and how
the colors are arranged on the braider’s hands.

THE FOUR TRANSFERS

As it moves from one hand to the other, a loop may
pass outside and around the other loops on the same
hand to its new position—an outside-around transfer—
or inside and through the other loops—an inside-through
transfer. If the upper strand of the loop remains upper-
most after being transferred it is called an open transfer.
If the paired strands of the loop cross in the transfer so
that the upper strand ends in the lower position and the
lower strand ends in the upper position, it is called a
cross transfer. The four possible pairings of these move-
ments are outside-around open (Figure 2), outside-
around cross (Figure 3), inside-through open (Figure
4), and inside-through cross (Figure S).

Figure 3
Outside-around cross




INITIAL ALLOCATION OF THE Loops

The number, color, and position of the loops when
braiding begins determine the appearance and color
design for a braid made with any one of the braiding
procedures described below. The initial allocation describes
how many loops a braid requires and how they must be
distributed on the left and right hands before braiding
begins. The shape of the braid’s cross section depends
on the number of loops and their distribution.

Hand straps (kute) were used to form the looped
portion of each paired strand and to keep the loops sep-
arated during braiding, making them easier to manipu-
late. Japanese hand straps are made of twisted and plied
paper, sized with lacquer to make them smooth and
durable. Each end of the hand strap is tied to a braid-
ing strand so that the strap becomes the loop connect-
ing the strands.

THE BRAIDING PROCEDURES

The nine procedures described below include the
eight that I deciphered from “Hiden Itokumi” and one
from the “Essentials of the Braiding Techniques of the
Mano Family.” Each of the procedures comprises an ini-

Figure 4
Inside-through open

tial allocation of loops and a repeating sequence of either
two or four transfers. The transfers are made from the
hand with the most loops to the hand with the least
when there is an uneven distribution of loops, or from
either hand if the loops are evenly distributed, and
alternate from side to side. By assigning each of the four
basic transfers a letter of the alphabet, we can represent
each sequence of transfers with a series of two or four
characters: A = outside-around open, B = outside-around
cross, C = inside-through open, and D = inside-through
cross. Thus, the sequence C D is an inside-through open
transfer from one hand to the other followed by an
inside-through cross transfer in the opposite direction.

Two-STEP PROCEDURES

Each of the four two-step procedures requires five or
more loops. An even number of loops is divided evenly
between left and right hands, and an odd number of
loops is divided so that there is one more loop on the
left hand than is on the right hand.

Procedure 1 is the sequence A A, an outside-around
open transfer from one side followed by another outside-
around open transfer from the opposite side. This

Figure 5
Inside-through cross
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sequence produces two two-ridge flat twill braids simul-
taneously. Procedure 2, B B, and procedure 3, D D, both
produce square braids that look the same. Procedure 4,
C D, from “Essentials of the Braiding Techniques of the
Mano Family,” produces a single four-ridge flat twill braid.

FOUR-STEP PROCEDURES

Procedure 5, A A C C, simultaneously produces two
square braids. This procedure requires an even number
of loops, eight being the minimum. An odd number of
loops must be initially allocated to each hand. With
eight loops, there will be five loops on the left hand and
three on the right. With twelve loops, there will be seven
loops on the left hand and five on the right, and so on.
Braids with the same number of loops on each hand will
have a trapezoidal cross section because the transfers
from left to right will pass over one fewer strand on each
layer than the transfers from right to left. The uneven
allocation will give a square cross section because the
transfers from left to right pass over the same number
of strands as transfers from right to left.

Procedure 6, A A D D, uses the same initial alloca-
tion rules as procedure S but produces a rectangular
braid which is structurally two interconnected square
braids. Procedure 7, A A D C, produces an eight-ridge
flat twill braid from seven or more loops. There must
be an odd number of loops, with an even number allo-
cated to the left hand and an odd number to the right
hand while keeping the greatest number of loops on the
left hand. Procedure 8, B B C C, makes an eight-ridge
solid round braid or genji-uchi. The procedure requires
sixteen loops and allocates eight loops to each hand.

Procedure 9, B B D D, produces a different eight-
ridge solid braid called a pseudo- or nise genji-uchi. It is
similar in appearance to, but structurally distinct from,
the genji-uchi of procedure 8.

The procedures described above include only a few
of the possible two- and four-step combinations of trans-
fers and initial allocation of loops. The Omani nomads
mentioned earlier have developed loop-manipulated
braids similar to those produced by some of the Japa-
nese braiding procedures. For instance, they use the se-
quence C C C C with an initial allocation of six loops
to each hand to produce two two-ridge twill braids si-
multaneously. In this procedure, two transfers are made
from one hand followed by two transfers from the
opposite hand. Another Omani braid uses a sequence
similar to procedure 9 with an initial allocation of seven
loops to the right hand and five loops to the left. The
Omani sequence is B D B D with two transfers (B D)
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from right to left followed by two transfers (B D) from
left to right. The braid closely resembles genji-uchi and
nise genji-uchi but is structurally different from both.
The difference arises from the uneven allocation of loops
rather than the smaller total number of loops.

These nine procedures may have been all that were
needed to produce an array of braids for every practi-
cal purpose at the time when loop-manipulated braid-
ing was common in Japan. %

ABOUT THE AUTHOR. Masako Kinoshita was born and grew up in
Japan. After majoring in physics, she developed an interest in textiles
and studied kumibimo in ]apan. The results of her research on kute-
uchi techniques have been published in the book Study of Archa-
ic Braiding Techniques in Japan, which is written in Japanese
with an English summary. Masako divides her time between Ithaca,
New York, and Japan.

Masako Kinoshita’s book Study of Archaic Braiding Tech-
niques in Japan is available from Masako, 5 Winthrop P, Itha-
ca, NY 14850, and from LACIS, 3163 Adeline St., Dept PWM,
Berkeley, CA 94703. (Cost: $315. Please contact supplier for
shipping and handling charges.)
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avanese Silk Braids to Make

DESIGNED BY MASAKO KINOSHITA

Intricate silk braids
to show offa
favorite piece of
jewelry or wrap a
special gift are made
simply by interlacing
looped strands of
silk yarn.

Jade pendants courtesy of
Gallery East, Loveland,
Colorado.
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NCE KEPT SECRET because of their great
Oefﬁciency, the procedures for making these

Japanese loop-manipulated braids have come
to light again thanks to Masako Kinoshita’s research.
Hand-held loops of silk yarn move from one hand to
the other in a repeating two-step sequence to create these
beautiful and functional cords. In this simple interpre-
tation of the technique, the interlaced strands are pressed
into place by the braider’s foot, limiting the length of
the braid to the distance between hands and feet. Our
instructions are for a 27-inch (70-cm) braid. The first
braid will take about one-and-a-half hours to make, but
subsequent ones will go faster when you're familiar with
the procedures. After you've mastered these two pat-
terns, you may like to try some of the other procedures
described on pages 37—38. We've enlarged the illustra-
tions and added detailed instructions for the two trans-
fers needed for the braids pictured here.

Flat braid

Square braid

MATERIALS

Two-ply silk yarn, about 12%> yards (11 m) color A and
82 yards (7.5 m) color B. We used silk yarn HI1
from Aurora Silk, which measures about 28 wraps
per inch (2.5 cm) when wrapped firmly but not tight-
ly around a ruler. Any firmly plied silk yarn may be
substituted, but bear in mind that the thickness of
the yarn will determine the thickness of the braid.

Household string or cord, about 6 inches (15 cm)

C-clamp (optional)

Necklace fastenings (optional)

Fine sewing needle (optional)
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Changing the arrangement of colors can give your braids a very
different appearance. Try using more than two colors or make bi-
colored loops, as shown in this illustration.

PREPARING THE LooOPS

Cut six 74-inch (1.8-m) lengths of color A and four
74-inch (1.8-m) lengths of color B. Take two strands of
color A together and fold them in half to make one loop
and set it aside. Do the same with the remaining strands
so that you have a total of five two-strand loops, three
of color A and two of color B. Group the loops together,
keeping the looped ends even. Tie the cut ends of the
loops together, as close to the ends as possible, with an
overhand knot.

If you decide later to use finer yarn or to try a braid
with more than five loops, you may wish to prepare hand
straps to keep the strands from clumping together on
your hands as you braid. Cut a [2-inch (30-cm) length
of heavy yarn (four-ply wool rug yarn is suitable) for
each loop of the braid. Put a drop of white glue, such
as Elmer’s, 1/2 inch (1.3 cm) from each end of the strap.
Tie a slipknot in each end, tightening it over the glue
and leaving about a | /2-inch (1.3-cm) loop. Cut two 37-
inch (94-cm) strands for each loop of the braid you wish
to make. Tie a strand of braiding yarn to each end of
the strap to form the loop.

Find a secure hook, ring, or other fitting about 10
inches (25 cm) from the floor or fix the C-clamp to a
heavy piece of furniture or a fixture about 10 inches (25
cm) from the floor. Attach the knotted loops to the
hook or clamp with the length of string or cord tied in
a loop. While your hands are still free, take off at least
one shoe.

Sit on a chair or stool and arrange the loops on your
hands as shown in Figure | on page 36, with three loops
of color A on the left hand and two loops of color B on



the right hand. Hold the loops taut between the
clamp or fitting and your hands.

BRAIDING

When the loops are in position, repeat the pre-
scribed sequence of transfers below for either the
square braid or the flat braid. After every transfer,
beat the braid by placing your stocking foot between
the strands on each hand and pushing the inter-
laced threads firmly with your big toe against the
point at which the threads become braid. Consis-
tent beating between transfers ensures a firm,
durable braid. Take care to keep the stationary loops
in their correct positions during the transfers.

Square Braid: The sequence of transfers for the
square braid is D D, or an inside-through cross
transfer from the left hand to the right followed
by another inside-through cross transfer from right
to left.

Flat Braid: The sequence of transfers for the flat
braid is C D, or an inside-through open transfer
from the left hand to the right followed by an in-
side-through cross transfer from right to left.

Repeat the sequence of transfers until the braid
is the length you want or the loops become too
short to manipulate. Tie an overhand knot at the
end of the braid to secure the loose ends. Release
the far end of the braid from the fitting or clamp.
Either knot the ends of the braid and trim the loose
threads close to the knot or add necklace fasten-
ings using the following instructions.

To attach necklace fastenings to the ends of the
cord, thread the unbraided strands of silk through
the loops in the fastenings and fold the ends back
to lie against the braid. Holding the fold, trim the
ends to about /2 inch (1.3 am). Wrap the braid and
folded ends together with a matching strand of silk
yarn for about 3/4 inch (2 cm) or until the trimmed
ends are covered. Thread the loose end of the wrap-
ping yarn back under the wrapping for about 1/2

inch (1.3 em) with a fine sewing needle. 4

SUPPLIERS

Aurora Silk, 5806 North Vancouver, Portland, OR
97217. (503) 286-4149. Silk yarn #I1.

The Lacemaker, 22933 Highway 99, Edmonds, WA
98026. (206) 670-1644. Silk kumihimo yarn.

Textile Reproductions, Box 48, West Chesterfield, MA
01084. (413) 296-4437. Silk yarn #107.
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Inside-through cross
transfer: Move your
left index finger so
that it lies over the
leftmost loop and
under the remaining
two loops, isolating
the left loop and
making it easier to
pick up. Holding
your right hand
palm down, reach
between the upper
and lower strands of
the left-hand loops
to grasp the upper
strand of the left-
most loop. Bring
your right hand back
to its original palm-
up position with the
transferred loop at
the inside position.

Inside-through open
transfer: Move your
left index finger so
that it lies over the
leftmost loop and
under the remaining
two loops, isolating
the left loop and
making it easier to
pick up. Holding
your right hand
palm up, reach be-
tween the upper and
lower strands of the
left-hand loops to
grasp the upper
strand of the left-
most loop. Bring
your right hand back
to its original posi-
tion with the trans-
ferred loop at the
inside position.
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PERUVIAN MAQUITOS
Colorful Sleeves Knit Traditions Logether

Handknitted
magquitos from
Huancavelica
Department, Peru,
shown with a drop
spindle. Left:
maquitos for a child.
Right: adult
maquitos, of hand-
spun, hand-dyed
sheep wool. Both
are from the town of
Huancavelica, circa
1920. Knitted on
double-pointed
bicycle spokes that
serve as needles,
maquitos are
worked either in
multicolored
stranded knitting,
intarsia in the round,
or zigzag intarsia.
The pattern bands
are of varying widths
and are filled with
geometric and
stylized motifs.

Maguitos courtesy of Carol
Rasmussen Noble.
Photograph by Joe Coca.
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CAROL

RASMUSSEN NOBLE

N THE CHILLY HIGH ANDES OF PERU, maguitos provide a man with warmth and a

woman with colorful work to do. These handknitted arm gaiters, made by women and worn

by men (and previously also by boys in more remote communities ), are an integral part of

the elaborate indigenous costume of Huancavelica Department, an isolated region in the midst

of the rugged mountains and deep river valleys of central Peru.

Sometime after the Spanish defeated the last Inca
ruler, Tupac Amaru, in 1572, they suppressed the native
costumes in much of Peru and Bolivia and introduced
clothing based on the European folkwear of the time.
The indigenous costume quickly became a mixture of
old and new. It’s not certain that maquitos are part of
Spanish-influenced costume; however, the invaders in-
troduced knitting to the Andes, and the craft has since
flowered into a profusion of these and other beautiful
knitted garments.

Huancavelica Department has been and still is the
location of one of most elaborate indigenous men’s cos-
tumes in Peru, one that is much more colorful and
ornate than the women’s costume of the same area—
a phenomenon unique to this region of the Andes. In-
digenous men wear bayeta (plain-weave, usually black
fabric) jackets or shirts made of other fabrics, intricately
patterned maquitos over them, chullos (pointed caps with
earflaps), as well as crocheted sashes with pompons, and
handwoven blankets.

The name maquito is from the word magui, which
means “arm” in Quechua, the indigenous language of
the area. The Spanish word for “sleeve” is manga, and so
these colorful gaiters are also called manguitos, “little
sleeves,” or sobremangas, “oversleeves” They are conical—
wide above the elbow and narrow at the wrist—and are
knitted with multicolored figured pattern bands.
Magquitos are often worn inside out for everyday work
to keep the right side clean for fiestas and market days.

Traditionally, the patterns, colors, and techniques
used in his maquitos often identified a man’s village and
status. The wives who knit them still strive to make each
pair outstanding in design and technical execution with-
out ever violating traditional parameters, which gener-
ates a lot of competition among the knitters. The women
say that it takes a week to complete a pair. Some sources
report that men of the Huancavelica region knit their
own maquitos, but in all the time that I have spent
there—several visits over fifteen years to towns, villages,
mining camps, and the isolated high mountain plateaus
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The men of
Huancavelica
Department in
Peru wear colorful
arm gaiters knit-
ted in a variety

of patterns and
materials as part
of their traditional
costume, which
also includes

a knitted cap,
crocheted sash
with pompons,
and a handwoven
blanket. These
men are attending
the Mimosa Satur-
day market in the
Mimosa camp of
the Julcani mine,
two hours from
the town of
Huancavelica,

Photograph by
Donald C. Noble.
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Map of Peru
showing Huan-
cavelica Depart-
ment, high in the
Andes. The village
of Lircay is south-
east of the town of
Huancavelica.
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known as punas—1I have never
seen men knitting, I have seen them
spinning, weaving, and braiding the
slings (warakas) that they use for hurling
rocks or other missiles to defend themselves,
hunt prey, or direct animals in a flock.
Magquitos are worked in the round on sets
of five double-pointed needles usually made of
bicycle spokes (as are crochet hooks) or occasion-
ally of wire. Imported steel needles in sets of five are
available, but they cost more.

Magquitos are usually tied to a strap, or huato, worn
around the wearer’s neck much like mitten strings to
keep the maquitos from slipping down the arms. Tra-
ditionally, the huato was woven, but now it is more com-
monly a commercially produced acrylic bias tape.

CoLOR AND PATTERN, OLD AND NEW

Needless to say, the knitters do not use printed pat-
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terns. They carry the traditional pattern motifs and all
their variations in their head. No two pairs of maquitos
are ever exactly alike. The patterns are a combination of
highly geometric motifs and stylized representations of
aspects of nature and daily life—animals, stars, lakes,
and flowers, for example.

In traditional maquitos, each of the several horizon-
tal pattern bands is divided into boxes by vertical pat-
tern lines within them. The horizontal bands are sepa-
rated by horizontal rows of solid color or diamond pat-
terns called dentadas. The oldest existing examples of
maquitos, dating from the turn of the century, contain
a limited color scheme of rose, black, white, and dark
red wools. The yarn was in most cases handspun and
hand-dyed sheep wool or perhaps alpaca, although al-
paca is seldom found in maquitos today. Dyes used to
color the first maquitos were natural dyes, such as indi-
go, walnut, cochineal, and lichen, but bright synthetic
dyes have been enthusiastically embraced wherever they
were introduced for the past 100 years.

Like any other living tradition, maquito knitting has
evolved, specifically in the use of color, pattern, and ma-
terials. For the past twenty years or longer, two distinct
types of maquitos have been made. The first type is still
made of handspun and hand-dyed sheep wool. Although
they are seldom seen either being worn or in markets,
the merchant Sixto Huaman, well known in Huancavelica
for having the finest handmade shepherds’ clothing, told
me that they are worn exclusively by men in the town of
Huancavelica. The patterning resembles Fair Isle knit-
ting; pattern bands wider than those in the older ver-
sions, often four to six of them, are worked in two col-
ors of stranded knitting (in which the colors change hor-
izontally within a pattern and the unused color is car-
ried on the back of the work). One or two narrow pat-
tern bands are usually black-and-white (the white may
be a commercial cotton).

The second and more common modern maquito has
five or six pattern bands of the same width (as in the
older style) or of varying widths. Against a black back-
ground, a profusion of very bright colors is used dis-
continuously in small amounts, worked usually in in-
tarsia in the round or zigzag intarsia (see “Multicolored
Knitting Techniques of the Central Andes,” page 48).
The pattetn is often bisected vertically as well as hori-
zontally by color changes.

These maquitos are knitted in fine acrylic yarn. By
the [950s, commercial wools were readily available in
Peru; by the 1970s, the wools were gone and acrylics
dominated. The two-ply acrylics, sometimes in dayglow
colors, are finer than Shetland three-ply yarn and are

——continued on page 47



No two pairs of magquitos are ever exactly alike. The patterns are a combination
of highly geometric motifs and stylized representations of aspects of nature and daily life—

animals, stars, lakes, and flowers, for example.
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Three pair of handknitted maquitos from Huancavelica Department, Peru, Left: handspun, hand-dyed sheep wool, circa 1976.
Middle: Handspun, hand-dyed sheep wool mourning maquitos (luto), circa 1950. Right: from Huancavelica, circa 1978.
Maguitos courtesy of Carol Rasmussen Noble. Photograph by Joe Coca.
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A lone
shepherdess knits
a sweater for her

child while watching

46

her flock on yet
another solitary
day on the puna.
Photograph by

Donald C. Noble.
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KNITTING

Andean women carry their knitting with them
everywhere. Their babies and bundles are in carry-
ing blankets (mantas) on their back, and so their hands
are always free for work. In the villages, women gath-
er at those houses with courtyards—family members
and friends alike—to visit and knit together. For
these women, knitting is a social activity. For a shep-
herdess tending her flocks up on the puna, knitting
is solitary. She may spend all day alone away from
her dwelling watching her animals or fields. All the
while, she knits constantly, almost automatically. In
the mining camps, women may knit while sitting in
a doorway, keeping an eye on the children, or while
walking to the company store, bakery, or market, or
just to socialize.

The indigenous women of the Huancavelica re-
gion knit clothing for themselves, their husbands and
children, and members of their extended families.
The only knitted article in their own traditional na-
tive costume, however, is a coin purse. The women
wear voluminous skirts of commercial fabric, a pullo
(a woven back covering worn under the ubiquitous
woven manta), and a felt hat over their long braids
(trenzas).

Because the climate is cold (the capital, Huan-
cavelica, is at an altitude of 9,121 feet, and the sur-
rounding areas are much higher), everyone today wears
a sweater. The contemporary sweaters (dhompas) worn
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IN THE ANDES

by both the indigenous and nonindigenous people
of the sierra (mountain range) are usually of solid
colors with cables and other textural decorations.

Everyone also wears handknitted socks and stock-
ings—the men’s richly patterned, the women's plain
or lacy. Babies and small children often wear knitted
chullos (pointed caps with earflaps, like the men’s),
sweaters, and woven pants (usually of the coarse
woolen bayeta fabric) with an open crotch (rather
than diapers).

Some knitting yarns are of handspun wool, but if
the women have a little money, they often buy bright-
ly colored acrylic yarn in the market. Wealthy women,
living in cities such as Lima, may indulge in machine-
spun alpaca yarn in natural or dyed colors.

Many women also knit to supplement meager fam-
ily incomes by selling warm, plain, handknitted socks
to the engineers in the mining camps or patterned
magquitos and chullos in the marketplaces. Some also
work in knitting cooperatives and make patterned
alpaca sweaters to sell to tourists.

Although knitting is a popular activity with
women of all social classes and regions in Peru, many
of those who are “upwardly mobile” or live in big
cities seem to prefer ready-made clothing to hand-
knitted garments. In small, isolated towns in the sier-
ra such as Huancavelica, however, the tradition of
handknitted native costume remains strong.



often used doubled. They can be purchased in skeins,
but women also buy thrums in the markets left over from
textile factories in Huancayo, a city north of the Huan-
cavelica Department border. They sort, tie, and roll these
remnants into little balls with lots of knots. Some com-
mercial cotton or handspun and hand-dyed sheep wool
may also be mixed in the finished maquitos—for ex-
ample, white cotton in the pattern areas and handspun
at the edges and in the stripes of dentadas.
Huancavelica is one of the few indigenous areas of
the Andes that carries on the tradition of a luto, or
mourning costume, for men, which is worn for a peri-
od of time following the death of a family member. The
background color of traditional luto maquitos is black,
and few colors are added—usually green, violet, and

blue.

TopAY’s MAQUITOS

Recently, my husband (and co-collector) returned to
Huancavelica after a period of almost ten years during
which the area had been under the control of the Sendero
Luminoso guerilla movement. The five pairs of newly
made maquitos that my husband brought back shed a
fascinating light on the development of the craft dur-
ing this time of isolation—both from the rest of Peru
and from foreign influence—and sociopolitical unrest.

The old traditional patterns are being used again.
Fewer knots and stray ends mar the surface of the
maquitos, the tension is more even, and pattern lines are
clearer. Vertical patterned and outlined rectangles di-
vide the horizontal pattern bands into boxes, and motifs
repeat within and between bands. In general, the color
schemes are darker than in maquitos made during the
1970s—more dark red backgrounds and much less use
of white. One of the new pairs has a black background
with light green and medium aqua in place of white, and
muted dark accent colors. There are more pattern bands
per maquito in these recent examples as well, and much
more detail between pattern bands—for example, double
rows of dentadas. One pair, knitted in handspun, hand-
dyed yarn, has more black and white and less color, and
discrete alternating bands of the same width with the
same pattern throughout.

Some examples
of these
maquitos are knit-

new

ted in commercial
acrylic, not the fine
Shetlandlike yarn
used previously but
a sport-weight
sweater yarn that
comes in more and
brighter colors. The
black-and-white bands
are still there, but now in
a tocapu design, in which

the two colors alternate
and
ground in the boxes
making up the horizontal band, as in much An-
dean weaving. Bands of interlocking scrolls have
also been added.

Unlike that in other areas of the Andes, which has
been in steady decline largely because of increased out-
side contact, the quality of traditional knitting and weav-
ing in Huancavelica appears, at least in part, to have im-
proved technically.

Isolation seems to be good for the soul of tradition-
al crafts. With exposure to Western ways, Third World
traditional handmade textiles often disappear quickly—

they are labor-intensive and not economically viable—

between

figure

and people who wear native dress are sometimes dis-
criminated against, as they are even within Peru. My
hope is that indigenous peoples be allowed to wear their
native dress freely and that native textiles such as the

vivid maquitos continue to thrive, %

ABoUT THE AuTHOR. Carol Rasmussen Noble has traveled exten-
sively and collected and studied textiles from South America, Europe,
and North America. Currently, she is a writer and textile histori-
an specializing in South American textiles. She has woven, spun,
quilted, and embroidered, and is presently focused on knisting,

FURTHER READING

Cortézon, Pedro Felipe, editor. Documental del Perii. Lima, Peru:
Departamento de Huancavelica, Tomo XIX, November
1985.

LeCount, Cynthia Gravelle. Andean Folk Knitting. St. Paul, Minne-
sota: Dos Tejedoras, 1990.

Sayén Pizzoli, Guillermo. “Los Maquitos” (Significado del
disefio textil). Historia Andina. Lima, Peru: Universidad
Nacional Mayor de San Marcos, No. 6, May 1981,
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These
shaped
maquitos,
made in
1994 following a
ten-year period of
social and political
upheaval, show fine
workmanship and
detail. Characteristic
of the recent trend in
maquitos, the colors
are darker with more
muted accent colors.

Photograph by
Donald C. Noble.

Photo at left:

A strap, or huato,
worn around the
neck and along each
shoulder, keeps

the maquitos from
slipping down the
wearer’s arms.

The maquitos shown
here are from the
village of Lircay,
circa 1976. The
huato, which is
much older than
the maquitos, was
woven in handspun,
hand-dyed yarn in a
pattern of geomet-
ric figures and birds.

Photograph by
Donald C Noble.
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Photographs courtesy of

Cynthia Gravelle LeCount.

t y

Peruvian woman
knitting in the round
with the purl side
facing and the yarns
tensioned around
her neck.

Detail of the same
knitter, showing
the position of her
hands and the
working yarns.
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MULTICOLORED

KNITTING TECHNIQUES
of the Central Andes

PRISCILLA A.

HE INTRICATELY PATTERNED knitted folk-
wear of the central Andean region of South

America is worked in stockinette stitch, in the

round, usually on a set of five needles. The needles, many

of which have been
made from bicycle
spokes, are hooked at
one end and pointed
at the other. Most of
the ordinary circular
knitting is worked
from the purl side
with  the
looped around the
knitter’s neck to ten-
sion them. With this
arrangement, it takes

yarns

only a flip of the
thumb to position
the yarn and needles
so that the hooked
end of the needle can
quickly and easily
draw the new stitch
through the old.
Where colors are
repeated throughout the round, the unused yarns are
stranded across the purl side of the work until they are
needed again. The stranded yarns are usually caught up
by the working yarn and woven into the back of the fab-
ric rather than being allowed to float freely, making the
knitted fabric firm and relatively inelastic. Among the
stranded colors, there often are small discontinuous areas
of contrasting colors, usually called intarsia designs. Be-
cause circular knitting proceeds only in one direction
with either all purl or all knit rows to produce stock-
inette stitch, the intarsia yarn is always dropped at the
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left edge of the design but will be needed at the right
edge for the next round.

Andean knitters have two solutions for this problem
in tubular knitted garments. Either they knit back and
forth using five needles, alternating knit and purl rows
and joining the beginning and end of every row to form
a tube, or they knit in the round and work the discon-
tinuous colors in a technique called zigzag intarsia. There
are three different methods commonly used to join the
beginning and end of rows that have been knitted back
and forth: the corded join, the knitted join, and the twist-

ed join.

The corded join employs a supplementary strand of
yarn, around which the knitter wraps the working yarn
at the end of each row, lacing the edges of the knitting
together to form a tube. The supplementary yarn is an-
chored to the edge of the knitting where the corded join
is to begin and stretches vertically through the knitting,

If the supplementary yarn is withdrawn, the cylinder
becomes a piece of flat knitting. This join is nearly
invisible when the knitter controls the tension of the
edge stitches carefully.

The knitted join unites the turning strand at the be-



ginning of the row with the last stitch of the row.
Every row begins with a yarn over that is just an
extension of the strand of yarn turhing from the
end of the previous row to the beginning of the
current row. At the end of every row, the last stitch
is knitted together with the yarn over from the
beginning of the row, using slip, slip, knit slipped
stitches together on the knit rows and purl 2
together on the purl rows. Because the beginning
and end of the rows are firmly knitted rogether,
this join is sturdier and more stable than the corded
join.

The twisted join is usually used only when most
of the pattern is made up of discontinuous color
areas and there are no ground colors stranded
across the entire row. The stitches are arranged so
that the beginning and end of the row fall at a
color change in the pattern. The row proceeds
toward the left, and each color is knitted accord-
ing to the pattern, twisted with the next color to
prevent a hole from forming at the junction, and
dropped at the left of the motif. At the end of the
row, the first color of the row must be loosely
stranded to the left across the back of the knit-
ting to twist with the last color of the row. The
knitter turns the work and works the next row as
before, twisting the yarns at each color change.
When the knitter reaches the last color of the row
(which was the first color of the previous row), he
or she draws the strand created at the end of the
previous row into a large loop and uses it to knit
the final stitches of the current row. When the
color change at the edge of the row shifts posi-
tion, the knitter slips the intervening stitches,
stranding the yarn across the back so that the row
begins at the change. If more than a stitch or two
must be slipped, the stranded yarn is woven into
the back to eliminate the float. Because it match-
es the edge of a motif and stranded yarns are
woven into the back of the knitting, this join is
virtually invisible on the front and back.

The second solution, zigzag intarsia, is the tech-
nique used in the Huancavelica maquitos featured
here. It is commonly used in South American and
Middle Eastern knitting (see “The Gift of Bul-
garian Stockings,” November/December 1994)
to work small, isolated colored patterns into
stranded-knitted garments. The small intarsia pat-
terns are usually worked among a base of two-
color stranded knitting, using short pieces of yarn
for the intarsia sections. This is a modified form
of intarsia in which the ground color is woven in

behind the discontinuous
color block of the motif,
After each round, the in-
tarsia yarn is dropped at
the left side of the design,
and on the subsequent
round it must be carried
over to the right side to
knit the design stitches.

This is the simplest tech-
nique for working designs
with discontinuous color
units, but it is usually lim-
ited to small motifs. The
zigzag intarsia designs will
appear padded because
there are at least two addi-
tional yarns underneath:
the intarsia yarn carried
from left to right and the
stranding yarn woven in
from right to left. See
Working the Patterns in
the maquito project in-
structions on page S0 for
more information on work-
ing zigzag intarsia. %

ABouT THE AUTHOR. Priscilla
Gibson-Roberts is the author of
Knitting in the Old Way
(Interweave Press) and Salish
Indian Sweaters (Dos Teje-
doras). A contributing editor to
Knittet's magazine, she enjoys
unraveling the technical puzzles

posed by ethnic knitted textiles.
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© Corded join.
Wrapping the
working yarn
around the
contrasting white
“cord” at the
beginning of

a knit row.

© Wrapping

the working yarn
around the “cord”
at the beginning

of a purl row.

® Kanitted join.
Knitting a yarn over
made at the begin-
ning of the row to-
gether with the last
stitch of the row.
@ Knitted join seen
from the purl side of
the fabric.

@ Twisted join.
The first color of
the row is stranded
across the back of
the work and
twisted with the
last color of

the row.

® Photo above:
At the end of the
following purl row,
the knitter pulls
the loose strand
from the previous
row into a large
loop and uses it

to knit the last
stitches of the row.
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Displaying all the
brilliance of Andean
knitting, these
maquitos are knit-
ted in the round
using the zigzag
intarsia method to
work the small spots
of bright color that
give them their
character.
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Colmful Maguitos to Knit

ADAPTED BY PRISCILLA A. GIBSON-ROBERTS

Priscilla Gibson-Roberts has adapted the intricate
knitted patterns and shaping to make a pair of
maquitos to fit an average adult woman. Use them for

INSPIRED by the child’s maquitos on page 42,

added warmth or for their festive appearance. A chal-
lenging project intended for knitters with some experi-
ence in multicolored knitting and knitting in the round,
the maquitos are worked on five needles using stranded
and zigzag intarsia color knitting techniques. If youd
like to sample the techniques without undertaking a
whole pair of maquitos, try using portions of the pat-
tern to knit a warm earband or to make the cuffs for a
pair of mittens. If you'e feeling adventurous, add another
pattern band and make spectacular sleeves for a drop-
shouldered sweater or jacket.

JANUARY/FEBRUARY 1995

MATERIALS

Because the quantities of some of the colors are small, we’ve given

approximate amounts by weight rather than balls although the yarn

can be purchased only by the 17/4-ounce (50-g) ball

Rauma Finullgarn wool yarn in the following colors: 1
ball each of black #436, burgundy #488, and white
#401: 1 /3 0z (10 g) each of light yellow #416, gold
yellow #450, pumpkin orange #461, scarlet red
#424, dusty rose #466, raspberry #456, dusty blue
#4338, royal blue #482, lime green #455, tropical
green #494, dark green #432, violet #441, and dark
purple #474

Set of five double-pointed knitting needles, size 1 (2.5
mm), or the size required to give the correct gauge

Wool needle or large tapestry needle

ABBREVIATIONS

k—knit

ml—make 1: pick up the thread running between the
base of the stitch on the left-hand needle and the
base of the stitch on the right-hand needle onto the
tip of the left-hand needle, inserting it from front
to back to form a loose strand over the left needle.
Knit into the back of the loose strand.

rnd—round

st(s —stitch(es)

tog—together

GAUGE

9 stitches and 10 rows per inch (36 stitches and 40
rows per 10 cm) on size I (2.5-mm) needles.

S1ZE

The finished maquitos measure 15¥4 inches (40 cm)
long, with a circumference of 8 inches (20 cm) at the
cuff and 13Y2 inches (34 cm) at the upper arm.

KNITTING THE MAQUITOS

With black yarn, cast on 60 stitches evenly on four
needles. Taking care not to twist the cast-on edge, join
the ends to form a circle and continue working in the
round with the right side facing. With dusty rose, knit
1 rnd, then purl I rnd. With dusty blue, knit I rnd, then
purl I rnd.



Begin working from the pattern chart, starting at the Working a zigzag
bottom and working ml increases where indicated. See intarsia design,
weaving the ground

Working the Patterns below for hints to help you knit

the charted pattern. In the first, second, and fourth pat- cator it back

of the fabric.

tern bands, the vertical white columns between motifs
are embellished with stitched cable spirals. Knit these
sections in solid white and work the contrasting colors
in chain stitch after the knitting is completed.

Work the last round of the chart, then continue in
violet as follows: (purl 1 rnd, knit I rnd) twice. K2tog,
drawing up the resulting stitch into a loop twice the
length of a regular stitch, * k2tog, drawing up the
resulting stitch into a loop twice the length of a regular
stitch, pass first loop over second loop to bind off, repeat
from * around. Break off the yarn and with a wool or
tapestry needle, join the last loop into first loop and
fasten off. Darn in all the ends. Work the chain stitch
on pattern bands 1, 2, and 4, according to the chart. Knit
another maquito to match.

Lay the completed maquitos on a flat surface and
steam lightly on both sides by holding a steam iron close
to, but not touching, the surface of the knitting. Pat the
magquitos into shape and allow to dry flat.

WORKING THE PATTERNS

The pattern chart consists of five multicolored pat-
tern bands separated by two-colored sawtooth patterns.
Work the sawtooth patterns in stranded two-color knit-
ting, carrying the unused color loosely across the back
of the work until it is needed again. Each of the pattern
bands has a ground color and a secondary color (black,
burgundy, or white), both of which are used through-
out each round. The knitting will be most efficient if
you hold the ground color in your left hand and the sec-
ondary color in your right hand. If you wrap the right-
hand yarn English style and scoop the left-hand yarn
continental style, you can change colors without drop-
ping and picking up yarns. To avoid long floats, which
may cause puckering in the knitted fabric, weave the
unused color into the back of the knitting every two or
three stitches. To weave the left-hand yarn under the
right-hand yarn, pass the tip of the working needle
through the next stitch to be knitted and over the left-
hand yarn. Wrap the right-hand yarn and complete the
stitch, On the next stitch pass the tip of the working
needle through the next stitch to be knitted and under
the left-hand yarn and complete the stitch. To weave the
right-hand yarn under the left, enter the next stitch as
if to knit, wrap the right-hand yarn around the needle,
then wrap the left-hand yarn. Unwrap the right-hand

The purl side of

the zigzag intarsia
section shows the
contrasting yarn
stranding across the
back of the design
on every round.

yarn, taking it behind the working needle. Continue the
stitch with the left-hand yarn.

Within the ground and secondary colors are small
discontinuous areas of contrasting color that are knit-
ted using a technique called zigzag intarsia. Cut a piece
of yarn about 3 feet (90 cm) long for each section of
contrasting color. Work the contrasting stitches ac-
cording to the pattern, drop the yarn, and continue the
round. When you return to the same contrasting sec-
tion on the next round, draw up the contrasting yarn,
carry it loosely from the left side of the section across
the back of the work, and knit the contrasting stitches
according to the pattern. Drop the contrasting yarn and
continue the round. Weave in the ground yarn on every
stitch as you knit the contrasting section to avoid dis-
tortion of the stitches where the contrasting section
meets the ground color. ¢

SUPPLIERS

Charlotte’s Web, 137 Epping Rd., Exeter, NH 03833. (603)
778-1417. Rauma Finullgarn yarn and a Maquitos kit con-
sisting of the yarns necessary for this project ($46.50 post-
paid).

Nordic Fiber Arts, Four Cutts Rd., Durham, NH 03824.
(603) 868-1196. Rauma Finullgarn yarn and a Peruvian
Magquitos kit consisting of the yarns necessary for this

project ($46.50 postpaid).
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Dancers wearing
button blankets at
Kwakiutl Potlatch,
spring 1991.

Photograph by Janet C. Berlo.
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Northwest Coast Indians’
BUTTON BLANKETS

JANET CATHERINE BERLO

Alert Bay, near Vancouver Island, British Co-

! JOURNEY TO THE Kwakiutl community of

lumbia, or the Haida community of Masset, on
the Queen Charlotte Islands farther north off the coast
of British Columbia, or the Tlingit community of Sitka,
on Baranof Island in southeastern Alaska, when a
potlatch or community festival is in progress is memo-
rable for the food, the gift giving, and the masked per-
formances. But what
lingers in the mind
longest is the image of
a riot of navy and red
capes. Emblazoned
with the distinctive
animal crests of differ-
ent clans—wolf, bear,
killer whale, and many
others—the capes are
further embellished
with mother-of-pearl
buttons, or plastic buttons, or rough abalone shell
appendages, or metallic sequins. These button blankets
move in the firelight or the spotlight as their wearers
dance and make the eloquent speeches so fundamental
to Northwest Coast Native American ceremonials.

Button blankets made by Northwest Coast Native
women have a long history, yet only recently have they
come to be widely appreciated by Natives and outsiders
alike as an ingenious and innovative medium for a needle-
woman’s creativity. Not only are they now purchased by
collectors, but there also has been a Native renaissance
in making them.

Before the coming of the Europeans in the late eigh-
teenth century, Native American women of the Haida,
Tlingit, Kwakiutl, Tsimshian, and other tribes living on
the northwestern Pacific coast of North America made
clothing out of cedar bark, mountain goat wool, and an-
imal hides. The women of the coastal villages were mas-
ters of the complex techniques required to work these
materials. Given the length of time that it took to spin,

JANUARY/FEBRUARY 1995

dye, and weave an intricate Chilkat blanket out of moun-
tain goat hair and cedar bark (an innovation of the
Chilkat subgroup of the Tlingits, but by mid-nineteenth
century made by other groups as well), it is not sur-
prising that the earliest European and American visitors
to the northwestern Pacific Coast all report that the im-
ported wool blankets, beads, and buttons were highly
valued trade items.

A NEW VOCABULARY OF MATERIALS

Trade with Europeans and Americans in the late eigh-
teenth and early nineteenth centuries made a profound
difference in the way the men from these tribes prac-
ticed their own arts. New tools of iron were a marked
improvement over indigenous carving tools, allowing
them to carve totem poles on a grander scale and with
greater ease and rapidity. For the women, it was not in-
novative tools that revolutionized their textiles so much
as an entirely new vocabulary of materials.

On his voyage of 1778, the English navigator and ex-
plorer Captain James Cook was among the first to bring
beads and cloth to the Northwest Coast, along with
Russian explorers who sailed across the Bering Strait
and down the coast of Alaska. (The Russians first
claimed Alaska in 1741, had an extensive presence in the
Aleutian Islands in the 1760s, claimed Tlingit territory
in 1786, and remained thereafter.) The clothing was so
rapidly assimilated into Northwest Coast life that only
fourteen years later, another sea captain observed that
one chief’s family all arrived at a banquet dressed in En-
glish woolens. In 1819, a French trader reported that the
Tlingit asked for “blankets, but only of good quality,
also axes, files, knives, small mirrors, glass beads, hand-
kerchiefs, and other goods of linen and wool.”

By the mid-nineteenth century, the Hudson’s Bay
Company wool blanket had become a unit of currency.
Rich individuals accumulated hundreds of them. At cer-
emonial potlatches at which chiefs” wealth was redis-
tributed, scores of blankets might be given away as gifts.
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Wool cloth and other trade goods revolutionized North-
west Coast life. The women boldly experimented with
woven woolen material, mother-of-pearl buttons, and
multicolored glass beads. The prospect of appliquéing
layers of cloth in complex designs and studding such
appliqué with as many as 3,000 small mother-of-pearl
buttons seems time-consuming to us, but to the Natives,
this task was a labor savings over the arduous finger-
twining of a Chilkat blanket. Moreover, the technical
aspects of making the button blanket were easy to master,
and the materials were plentiful. As women used these
exotic goods, they artistically transformed them so that
they carried traditional cultural meanings. Out of cloth
they cut family crest designs such as beaver, bear, and
killer whale and further elaborated them in buttons,
shells, and sometimes beads as well.

A standard format for the button blanket has persisted
for generations. Usually, a navy blue wool blanket is
ornamented by a red flannel, felt, or other closely woven
wool appliqué. Often, red borders line the sides and top
of the rectangular blanket, yet individual creativity is
evident in the construction of the garment. Sometimes
a green blanket or a striped rather than a plain one is

..
L 'Oo-o..""

used as the background.

Buttons and cloth are conjoined in a variety of ways
in button blankets. Sometimes the buttons themselves
form the animal crest design; sometimes they adorn the
edge of a cloth appliqué. On most button blankets, but-

tons are of a similar size, but occasionally a needlewoman
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Tsimshian button
blanket.
Courtesy of the Royal

Ontario Museum, Toronto.

Tlingit button
blanket with woven
Chilkat blanket
border, circa 1918.

Courtesy of the Sea Lion
House Collection, University
Museum, University of
Pennsylvania, NA 8506.
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Tlingit Indians at
potlatch, Sitka,
Alaska, 1904,
Courtesy of the American

Museum of Natural History,
New York, #328740.
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takes advantage of graduated-sized buttons to mimic the

distinctive Northwest Coast calligraphic designs. In the nine-
teenth century, mother-of-pearl buttons from Asia were the
most highly prized. However, today’s buttons vary from mod-
est plastic ones to dentalium shells to large, irregular pieces
of abalone shell made into buttons for the blankets.

Occasionally, strips of woven Chilkat blankets were sewn
on as decorative borders (see previous page). While some
of the strips may be fragments cut from a whole Chilkat
dancing blanket, others were apparently woven expressly for
bordering imported blankets.

Haida and Tsimshian blankets tend to be restrained and
elegant. Bold red animal designs and a minimal use of but-
tons reflect the simple yet powerful design aesthetic of Haida
and Tsimshian carving styles. Kwakiutl blankets, in contrast,
tend to be exuberant and loaded with buttons. Northwest
Coast Native American women tailored the appliquéd and
button-studded cloth into shapes other than the familiar
rectangular blanket. A recently made dance apron is covered

JANUARY /FEBRUARY 1995

WOMEN’'S ARTISTRY ON DISPLAY AT THE SITKA
PoTLATCH, DECEMBER 9, 1904

This photo taken at a Tlingit potlatch, or
gift-giving ceremony, in Sitka, Alaska, is a
visual encyclopedia of the diverse materials
that Northwest Coast women were using in
their art by the turn of the century. Access to
these “alien” goods through commerce in furs
and fish had sparked a burst of creativity
explosion in women's textile arts.

Two men in the second row wear Chilkar
blankets. Tlingit tradition tells of their origin
among the neighboring Tsimshian Indians,
from whom the Chilkat band of the Tlingit
learned the complex weaving technique.

The man in profile in the center of the
second row wears a button blanket. Three rows
of closely stitched mother-of-pearl buttons
ornament the seam between the red cloth and
the blue border as it drapes over his left
shoulder. The man at the far right wears a
high-status ermine-skin coat made from at
least 100 skins. The style reflects the tailor’s
close study of Russian and American military
officers’” garments. Layered over the coat are
two beaded “octopus” bags (so called because
of the four long “tentacles” hanging down)
and an ornately beaded trade-cloth bib.

The woman third from the left in the front
row wears a trade-cloth shirt densely beaded
in a raven design. Her companions wear oc-
topus bags and beaded bibs. The beadwork
designs range from floral patterns learned from
Northern Athapaskan women of Alaska’s
interior to traditional Tlingit clan emblems
and eagle emblems obviously inspired by US.
military insignia (bib, first row, extreme right).

The faces of many of the participants are
“tattooed” with paint stamps. The wide, flat-
topped hats with hanging beaded fringe worn
by several women in the first row are in a style
said to have been “captured” from the Rus-
sians.

Through the cosmopolitan art of women,
the ranking participants of Tlingit society
make an emphatic visual statement about their
status, wealth, power, and ability to assimilate
ideas and images from distant lands.
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with sequins and beads in the lavish Kwakiutl style (see
page 58).

A late-nineteenth-century Tlingit tunic depicting a
spouting killer whale has sewn side seams and an open

neck. The Tlingit were particularly adept at blending a

wide range of goods into coats, robes, aprons, bibs, and
shoulder bags. Tlingit ceremonial robes frequently
combine button work and beadwork. In many cases,
cloth appliqués were first heavily beaded and then sewn
to the larger backing. Having closer contact with inland

1995 JANUARY/FEBRUARY

Tlingit tunic with
spouting killer
whale emblem, late
nineteenth century.

From the collection of
S. Thomas Alexander 111,
St. Louis,
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Kwakiutl sequined
dance apron, 1980s.

From a private collection.
Courtesy of the University
of Alaska Museurn.
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Athapaskan people than did other coastal groups, Tlin-
git women may have adopted beads and beadwork tech-
niques through trade with them rather than sea trade
with whites.

Unfortunately, the names of very few nineteenth-
century button blanket designers and makers are known
to us. Although we know from anthropologists, histor-
ical photographs, and surviving examples that women
weavers often worked from pattern boards painted by
men (the same men who
carved totem poles and
house fronts), we know
less about how button
blankets

Some scholars assume

were made.

that women executed
them according to men's
patterns. However, but-
ton blankets were a fair-
ly recent art form made
of introduced materials,
and from the beginning
their makers may not
have kept to the same
fixed, gender-based roles.
Today, some button
blankets are designed by

men and sewn by

women, others are de-

signed by one woman
and sewn by another, while still others are designed and
sewn by the same woman, and an occasional blanket is
both designed and sewn by a man. All of these permu-
tations are evident in the blankets illustrated and
described in Doreen Jensen and Polly Sargent’s Robes of
Power (University of British Columbia Press, 1986). All
of their makers adapted and transformed family em-
blems that had been handed down through generations.
Marion Hunt Doig, a Nuu-Chah-Nulth and Kwakiutl
artist whose work is depicted in Robes of Power, says of
her own work, “I can't explain it. It’s coming from some-
where. I have to look over my shoulder to make sure my
grandmother is not there, because my hands know what
to do.”

Button blankets glorify the status and prestige of the
wearers. They have been called “robes of power” because
they display family crests and totemic emblems that cel-
ebrate the spiritual and secular power of certain fami-
lies and individuals. Traditionally, the robes were worn
by high—ranking men and women at a ceremony or feast,

which publicly validated their rights to such emblems.
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Today, they may be worn by any tribe member at cere-
monies, museum openings, and public dance perfor-
mances, where they proclaim clan and ethnic identity.

A BUTTON BLANKET RENAISSANCE

When anthropologists collected Northwest Coast
art during the last two decades of the nineteenth cen-
tury for the great museum collections—among them
the American Museum of Natural History and the Field
Museum of Natural History—they scorned button blan-
kets as debased, makeshift garments unworthy of mu-
seum collections, which were supposed to exhibit the
finest of the old and the traditional. No one recorded
how the makers at that time saw the button blankets,
which we now see as a unique instance of acculturation
on the Northwest Coast. There, as in many other parts
of the Americas, women responded to the effects of

CONTEMPORARY INTERPRETATIONS
OF THE BUTTON BLANKET

Appliquéd and button-studded clothing has
taken a new turn under the direction of the con-
temporary textile artist Dorothy Grant. Born in
1955 in Hydaburg, Alaska, Grant began making
button blankets in the late 1970s as her contri-
bution to the resurgence of Haida ceremonial-
ism. By the mid-1980s, she was adapting tradi-
tional designs to clothing.

Although she had been sewing since she was
thirteen and working with her husband, the noted
Haida artist Robert Davidson, on his artistic
projects for several years, in 1987 Grant took
fashion-design courses in Vancouver to experi-
ment further with traditional Native designs in
a high-fashion context. The result? A superb col-
lection of couture clothing based on traditional
Northwest Coast designs and incorporating the
colors and materials of button blankets. Her
dresses have a circular, detachable portion that
can be worn either as an overskirt or a cape.
Dorothy Grant has said of the button blanket
that it is “the symbol of progressive tradition,
identity, and ritual.” In her work, she has kept
tradition moving along the path traveled by many
generations of Northwest Coast women before
her, who also merged tradition and innovation

using buttons and blankets.



cultural change with a creative explosion of inventive
textile works.

During the first half of the twentieth century, button
blankets (like most other Native art forms) continued
to be devalued by Native and white alike. The more as-
similated Natives saw the blankets as old-fashioned, and
many accepted the valuation of the white culture. The
Haida artist Florence Davidson told the anthropologist
Margaret Blackman that in 1952 she was the first woman
in Masset in many years to make a button blanket:

I kept it secret because I thought someone might
laugh at me for doing such an old-fashioned thing.
They thought nothing of button blankets during
my time. My grandmother used to cut buttons
off her button blankets and give them to my sisters
and me. As soon as we got babies she'd give us a
big bunch of small buttons for baby clothes. When
I was a little girl and people did Indian dances,
most of them used shawls, wool shawls, when they
danced, not button blankets. Now everyone uses
button blankets again.

The improvisations in women's textile arts reveal an
aesthetic that has come to be appreciated only in recent
years. Whereas our turn-of-the-century predecessors saw
only the debasement of an earlier textile tradition, we can
appreciate the female artist as a bricoleur, to use the
anthropologist Claude Lévi-Strauss’s term: a craftsperson
who, while working with a heterogeneous assortment of
materials, reveals an improvisational brilliance.

The past thirty years have witnessed a resurgence in
making button blankets (along with many other North-
west Coast art traditions). Today, women who make
such garments are valued for their works, which serve
as emblems of ethnic identity and female creativity. Frida
Diesing, who is a Haida carver and printmaker as well
as an artist in cloth, designed and sewed the blanket
shown (upper right). It depicts an eagle, the artist’s clan
emblem. Ordinarily, the design is made of red cloth sewn
onto the background ground cloth and trimmed with
buttons. Here, the artist has inverted that order: a narrow
band of red cloth was first appliquéd to the background
cloth and buttons were sewn on the band, in places
almost obscuring it. The buttons are of graduated sizes,
so that the elegant curving lines vary in width like cal-
ligraphy.

Many women make button blankets, tunics, and dance
aprons (worn duting a ceremonial dance) for themselves,
for their extended families, and as gifts to honor an
individual at a ceremonial occasion. Some work on com-
mission for collectors and museums. Just as early in the
nineteenth century the Native women welcomed the

n.un»o«”a.,............annuuo“co«unuu....“M (3]

coming of buttons and cloth as labor-saving, today their
descendants embrace shortcut techniques such as Speed
Sew adhesive to tack down the fabric and make the
sewing go more quickly. Button vests, which may have
family crests on them when made for Native wearers,
are also made with general designs for sale to outsiders.
The interconnections come full circle as we buy from
Tlingit and Kwakiutl artists the objects they and their
grandmothers have been fashioning out of the raw
materials of the white culture for nearly 200 years. %
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Haida button
blanket by Frida
Diesing, 1985.
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Courtesy of the Museum of
Anthropology, University of

British Columbia, Vancouver,

Canada.
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A Gift of Light and Shadow

MARTHA BAKER

from St. Petersburg, Illinois, designed a white cradle
quilt for his sixteen-year-old wife, Mary, to sew for
their firstborn, a daughter. On the wholecloth (one-
piece) quilt, now in the Illinois State Museum, he drew

IN 1850, JOHN ROBERT DEGGE, a harness maker

a vase in the center and filled it with flowers. In each
corner of the quilt he placed a pineapple on a set of
spiky leaves. Around the border he described deep swags,
each made of two fernlike fronds curving from a central
blossom, and into each arc he nested a grape cluster. At
sixteen, Mary Frances Degge was an expert quilter. On
this quilt, with white thread, she stitched quilting lines
an eighth of an inch apart, an average of eleven stitches
to the inch. To emphasize the motifs of the design, she
inserted extra cotton batting in those areas of the quilt
through small holes in the back, a technique known as
trapunto (Italian for “quilt,” according to the quilt his-
torian Barbara Brackman). She moved the threads of the
backing cloth aside, stuffed the motifs, and moved the
threads back with such skill that it is difficult to tell the
front of the quilt from the back.

Among the thousands of colorful quilts at the Illi-
nots State Museum, the subtle beauty of this small white
wholecloth quilt caught my eye. Although made in the
mid-nineteenth century, it represents the continuation
of a technique and a tradition that began at least 450
years earlier. Because of the precise work involved and
their refined appearance, trapunto quilts have been offered
as gifts and commemorations of special events as long
ago as the fourteenth century.

The oldest examples of trapunto are three large, elab-
orately quilted beige linen bedcovers that Pietro di Luigi
Guicciandi and Laodamia Acciaiuli, members of Sicil-
ian aristocracy, received as wedding gifts about 1392.
Pieced and back stitched with brown linen thread, the
Sicilian quilts tell of the chivalrous deeds of the legendary

PIECEWORK JANUARY /FEBRUARY 1995

medieval knight Tristram and of his immortal love for
Isolde. Cotton padding inserted between the two layers
of fabric emphasizes the ships, castles, knights, descrip-
tions in Sicilian dialect, and other details in what Averil
Colby, the author of Quilting, calls a “vast sampler of
trapunto.”

THE FORM AND THE FASHION

The earliest quilting developed out of a need for
warmth and protection. Multiple layers of fabric stitched
together, known as wadded quilting, make a warmer
covering than a single layer of fabric. Heavily padded,
quilted armor was worn by European warriors in the
eleventh through fifteenth centuries. By the fourteenth
century, however, trapunto, a more lightweight form of
padded, raised quilting, decorated garments, household
linens, and wall hangings.

Whereas ordinary quilts consist of two layers of fabric
sewn together with a layer of padding between them,
trapunto quilts consist of just two layers of fabric with
raised areas stuffed with cotton or wool to enhance the
design. In the warm climate of Sicily, where the tech-
nique is believed to have originated, additional padding
for warmth would usually have been unnecessary. (In
some modern trapunto variations, a third layer—extra
padding or an extra backing fabric—is added to create
varied effects.)

In traditional trapunto quilting, two layers of fabric
are basted together and the design outlined in a back
stitch or a running stitch that goes through both layers,
usually with a thread that matches the top fabric. Padding
is then added between the two layers in the design areas
to be raised, either by inserting it through a hole poked
between threads in a loosely woven backing fabric (open-
weave stuffing), or through a slit cut in the backing fab-
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Wholecloth all-white trapunto quilts, known as whitework, were popular gifts and commemorative
pieces in nineteenth-century America. This cotton wholecloth cradle quilt was designed by John Robert Degge and
stitched by Mary Frances Degge in Petersburg, lllinois, circa 1850-1853. 46'/2 x 39 inches.
Courtesy of the Llinois State Musewm, Springfield, Illinois. Gift of Catherine Degge Mars.
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This detail from a
Sicilian quilt depicts
scenes from the
medieval legend of
the knight Tristram.
Figures of knights
and princes, elegant
ladies, heralds, vines,
leaves, and lettering
in Sicilian dialect
were created in
trapunto, circa 1392.

Courtesy of the Victoria and
Albert Museum, London.
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ric (cut-back stuffing). Quilters conceal the hole by
simply moving the threads back into position or cover
slits with long stitches.

Although linen was the fabric used in the earliest

quilting, by the sixteenth century, wools, cottons, Persian

silk, taffeta, and satin were being used; colored and metal-
lic threads had become more popular for the quilt tops;
twilled cotton, fustian (a strong cotton and linen fabric),
linen, and silk had been introduced as backing materi-
als; various embroidery stitches had been incorporated
into the work; and new raised techniques developed. A
variation known as cording (also known as Italian,
English, or Portuguese quilting) became popular during
this time. A single or double strand of cord or yarn is
drawn through two parallel lines of quilting to produce
the raised design. Some of the traditional quilting designs
still used today, such as the rose, fern, beehive, feather,
and diamond, were developed during this period.

By the seventeenth and eighteenth centuries, trapun-
to’s European heyday, stuffed and corded stitching was
found on everything the wealthy wore, sat on, slept on,
or used to keep the sun out. Stumpwork, a related tech-
nique of layering embroidery stitches to build relief
figures, also became fashionable during these centuries.
Eventually, decorative raised quilting was evident on all
well-to-do men'’s, women's, and children’s fashions.

JANUARY /FEBRUARY 1995

TRAPUNTO IN AMERICA

Europe’s economic depression and the whims of fash-
ion in the late eighteenth and early nineteenth centuries
brought the fancywork to flourishing America. Trapunto,
unlike other forms of quilting in Amer-
ica, which were born of necessity and fru-
gality, was practiced as a leisure art of a
class wealthy enough to have time for such
painstaking, nonfunctional needlework.
Lightweight fabrics such as handwoven
and handspun cotton were used until the
Industrial Revolution made a wider vari-
ety of fabrics available. Unlike trapunto
in Europe, the technique was not often
used for entire garments or household
items, but rather for garment details, bed
turnishings, and display or specialty quils.
Wheteas wool and cotton were the stuff-
ing materials common in Europe, Amer-
ican trapunto designs might also be
stuffed with straw, feathers, candlewick,
or fabric scraps.

Among the signal trapunto quilts of
the eighteenth and nineteenth centuries,
the stuffed and corded all-white whole-
cloth coverlets known as whitework most
grandly exploit the light and shadow of
raised and flat quilting. Until the nine-
teenth century, these popular quilts (and
their machine-woven imitations) were called Marseilles
quilts because of their origin in seventeenth-century
France. In America’s Glorious Quilts, Laura Fisher describes
whitework as “a wholecloth coverlet on which the top
consists of one or more loom-widths of fine white cot-
ton atop a backing of coarser linen,” although tops were
also made of linen. Only the best needleworkers, such
as Mary Frances Degge, attempted the exquisite stitch-
ing necessary to create the bas-relief effects and fill the
expanse of white cotton fabric with texture.

Popular motifs of the nineteenth century included
not only the pineapples, feathers, bows, and trailing vines
(often raised by cording) that had been popular in
Europe, but also uniquely American scenes and elements
such as eagles and stars.

One of the best-known all-white quilts is Virginia
Ivey’s A Representation of the Fairground near Russellvilly, Kentucky.
Sewn about 1856, the quilt commemorates Ivey’s beloved
community and celebrates the American country fair.
She lived in Logan County, Kentucky, and was named
for the home state of her father, who fought with Andrew
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An example of a
patchwork-and-
trapunto American
Courtesy of Maury Bynum.
Photograph by Joe Coca.




At the center of her
quiit A Representa-
tion of the Fairground
near Russellvifle,
Kentucky, Virginia
Ivey stitched a
trapunto judging
ring with a rail fence
and surrounding
rings of horses, pigs,
men, sheep, and
buggies. Another
raised fence lines
the borders, enclos-
ing the horses and
buggies parked in a
forest of trees. 94"/
x 94 inches, includ-
ing 4"xinch fringe.

Courtesy of the
Smithsonian Institution,
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Jackson at the Battle of New Otleans in 1812. Ivey won
numerous cups and ribbons at county and state fairs for
her skill with a needle. She sewed about 150 stitches in
every square inch of the Fairground Quilt (941/2 X 94
inches) for a total of an estimated 1.2 million stitches.

In 1860, as a gift for her granddaughter Sallie, Jemima
Ann Thewitts Williamson Cook of Fairfield County,
South Carolina, stitched the Secession Quilt, an equal-
ly remarkable, elaborately patterned all-white quilt that
measures 108 inches square. According to the quilt
historians Patsy and Myron Orlofsky, Cook pulled the
seeds from the cotton by hand, bleached the fme cambric
cloth, and hand-carded the wool for stuffing her origi-
nal design, which expressed her heartfelt support for the
Confederacy.

In addition to celebrating special events, American
quilts were also vehicles for expressing strong political
or patriotic points of view. The central image on Jemi-
ma Cook’s quilt is an eagle with wings outstretched over
two cornucopias of cascading fruit and flowers. The
goddess of liberty stands on the eagle’s back and
“Secession” and “1860” float over the stars. Among the
flowers and beadings are the names of governors as well

as the state seal. (The Orlofskys recount that as Sher-
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man's army neared their home,
Cook’s granddaughters Sallie
and Rebecca enshrouded the
family’s treasures in the quilt
and buried them. The quilt
survived but was badly soiled,
and after repeated washings
the carefully wrought figures
were blurred.)

By the mid-nineteenth
century, patchwork and ap-
pliqué had become more pop-
ular than trapunto quilting
techniques, and these were
combined with trapunto to
create a variety of effects. Vir-
ginia Ivey created an appliqué-
and-trapunto  quilt with
stuffed tmages of her fellow
Kentuckians Henry Clay and
Andrew Jackson.

’
SiciLy To CHICAGO:
TRAPUNTO TODAY

By the beginning of the

twentieth century, machine-

sewn spreads, patchwork coverlets, and wool blankets

were becoming more common. The neglect of hand-

work combined with the dearth of materials during

World War I and the marketing of “easy sewing” after

World War II led to the decline of fancywork such as
trapunto.

Today, a few quilters practice the technique whose
long history winds through the days of Civil War Amer-
ica and Tudor England and unfurls back to fourteenth-
century Sicily. In the late 1970s, more than a century
after trapunto’s popularity had dimmed in this country,
the artist Judy Chicago created The Dinner Party, a mas-
sive triangular work measuring 48 feet on each side,
which celebrates the contributions of thirty-nine women
throughout history. Each woman is represented by a
place set at the triangular table.

The dinner mat under the plate of each of the thirty-
nine featured women was fashioned to suit each woman’s
time and spirit. After studying the fourteenth-century
Sicilian quilts, Chicago designed a tree of life on the
dinner mat of the eleventh-century Italian gynecologist
and obstetrician Trotula, a symbol of the physician’s
philosophy of health care. Blending old traditions with
new subjects and styles, parts of the tree are stuffed with



cotton batting and cord; other parts are appliquéd and
embroidered. Judy Chicago’s Dinner Party links women
of the past to women of the present, and in her trapunto
placemat, links medieval Italy to modern America
through a long tradition of trapunto gifts and com-
memorations.

ABOUT THE AUTHOR. Martha Baker, of St. Louis, Missouri,

embroiders, gardens, writes, and teaches writing,
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In nineteenth-
century America,
patchwork and
appliqué quilting
techniques were
often combined with
trapunto. This
American quilt,
circa 1809, was
made from fabric
attributed to the
mills of John Hew-
son. The printed
border cotton
formed two frames,
one within the
other. Elements of
the print—birds,
butterflies and
flowers—were ap-
pliquéd in the center

i ; field. Between the
. colorful frames, the
: j quilter stuffed white
‘1‘ circlets of leaves.
\~4 116Y3x 112Y4
\1\; inches.
47 =y o7y ST ‘;o\\t Courtesy of the Saint Louis
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A Trapunto Tea Cozy to Qm'lt

DESIGNED BY MARILYN ROBINSON

The elegant and timeless designs of traditional trapunto quilting are reflected in a quilted and stuffed
tea cozy. Teapot, sugar bowl, napkin, and basket courtesy of The Cuphoard, Fort Collins, Colorado.

elegant trapunto tea cozy. As in traditional quilting, the tea cozy is built on a foun-

dation of batting sandwiched between two layers of plain cotton fabric. The entire
design is first quilted with running stitches, and then extra padding is added to the floral
sprig and feather border to give it a sculptured look. If you're not already comfortable with
the basics of quilting, we suggest that you learn how to assemble and stitch layers of fabric
and batting first. The tea cozy will then make an excellent introduction to trapunto.

Q DD FURTHER PLEASURE to the ceremony of teatime with Marilyn Robinson's
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1%2 yards (1.4 m) of 45-inch (114-cm) white cotton
fabric, washed and pressed

Water-soluble fabric marker or fabric pencil

White quilting thread

Between quilting needle, size 10

Low-loft polyester batting, such as Fairfield Low Loft
or Hobbs Poly Down, 2 pieces 18 X 21 inches (46 X

White four-ply acrylic knitting yarn or three-ply acrylic
baby yarn, 1 ball

Doll-making needle

Tapestry needle threader

Cut 18 inches (46 cm) of the fabric and set it aside
for the lining. Cut four rectangles 18 X 21 inches (46 X
53.5 cm) from the remaining fabric.

Enlarge the pattern by copying it on a photocopier
at 200 percent or by redrawing it at twice the size. Tape
the enlarged pattern to a window, center one of the fab-
ric rectangles over the pattern, and trace the pattern onto
the fabric with fabric marker or pencil. Repeat for a sec-
ond fabric rectangle.

Make a front and a back, each consisting of a rec-
tangle of plain fabric topped with a layer of batting and
finally the fabric with the drawn pattern. Baste the three
layers together with parallel lines of horizontal, vertical
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Figure 3
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and diagonal basting placed about 3 inches (7.5 cm)
apart. Baste along the upper and lower seam lines. Quilt
the front and back along all pattern lines with small,
even running stitches. When the quilting is finished, re-
move all except the seam-line basting,

STUFFING THE PATTERN

Cut a piece of acrylic yarn 16 inches (40 cm) long.
If you are using four-ply yarn, divide the yarn into two
strands of two plies each. Thread the doll-making nee-
dle with the yarn so that the ends of the yarn are even.
Select one of the enclosed shapes making up the central
floral sprig to stuff.

It is usually most efficient to lay the stuffing yarn
parallel to the long axis of a shape but you can place the
yarn in whatever direction will allow you to stuff all
parts of an area most effectively. With right side facing,
insert the needle through the top layer of fabric on one
of the shorter sides of the shape so that the hole made
by the needle is underneath a quilting stitch. Run the
needle between the top layer and the batting, parallel to
the long axis of the shape. At the opposite edge, bring
the needle to the right side underneath a quilting stitch
(Figure 1). Pull the yarn until the ends just disappear
beneath the top layer of fabric, then cut the yarn close
to the fabric where it emerges (Figure 2). If the yarn is
still showing, insert the tip of the needle under the top
layer of fabric close to the yarn and pull the ends of the
yarn beneath the fabric. Holes left by the needle can be
erased by stroking the tip of the needle over the hole
until the fabric threads come together. Continue to in-
sert double strands of yarn, adjacent to one another,
working across the shape until it is full.

To stuff the stems, start at one end and lay a double
strand of yarn as far as you can reach with the needle
before the stem curves away. Bring the needle to the right
side underneath a quilting stitch at the side of the stem.
Pull the ends of the yarn beneath the top layer of fab-
ric, clip the yarn, and begin a new length of yarn I /4
inch (6 mm) behind the exit point of the previous strand
(Figure 3). Stuff the length of the stem with overlap-
ping lengths of yarn. Stuff all the elements of the cen-
tral floral sprig and then the feather border around the
outside. There is no stuffing in the background area.



TIPS FOR TRAPUNTO

The tea cozy project describes only one of several
different methods for stitching and stuffing trapun-
to quilting. These hints apply to a wider range of tra-
punto techniques.

# Choose a tightly woven top fabric to highlight the
interplay of light and shadow produced by the
raised surface.

If you plan to stuff from the back of the work,
choose a less tightly woven backing so that it will
be easy to open the threads or cut through the
backing to insert the filling.

Clamp the fabric in a quilting hoop, or smooth the
fabric often to keep puckers from forming.

* Match the color of the thread to that of the top
fabric. Regular sewing thread is fine for small
pieces, but sturdier quilting thread is better for
large projects.

You may use running stitch or back stitch to quilt
the pattern. Running stitch may be drawn and
worked from the front or back of the piece. For
back stitch, draw the pattern on the top fabric and
backstitch to cover the lines.

Stitch evenly, with either stitch, about six to eight
stitches to the inch.

To work open-weave stuffing, hold a pointed tool,
such as a slightly sharpened notched orange stick
or a smooth wooden toothpick with the tip bro-
ken off, parallel with the backing fabric and gent-
ly separate the weave. Make the hole slightly larg-
er than the tool you'll use to insert the stuffing.
Stuff the cavity with small pieces of loose fill, and
nudge the threads gently back into place with the
pointed tool.

MAKING THE Tea Cozy

Ttim the stuffed front and back to 1/4 inch (6 mm)
outside the basted seam line. Using the front as a pat-
tern, cut two lining pieces from the remaining fabric.
Cut two small rectangles of fabric 2Y2 %172 inches (6.5
X 4 cm) for the handle. Sew the handle pieces together
along the long sides with a 1 /4-inch (6-mm) seam. Turn
the handle right side out and press. Fold the strip in half
widthwise and pin or baste it to the right side of the tea
cozy front at right angles to the top seam, matching the
raw edges of the handle with the raw edge of the top
seam. With right sides facing, stitch the back and front
together, leaving the lower edge open. Sew the lining

* To work cut-back stuffing, cut a slit large enough
to work with, but stay at least 1/4 inch (6 mm)
from the outline stitches. Insert the filling through
the slit with an orange stick, popsicle stick, or
other blunt-tipped bodkin, or with your fingers.
For large areas, cut a piece of filling the same size
and shape as the area you are stuffing. After fill-
ing the area, sew the slit together with large stitch-
es, catching some of the filling in the stitches. You
can alternatively close the slit with iron-on tape.

* Make sure that the filling is evenly distributed and
not lumpy. Pack large areas more loosely than small
ones so as not to distort the fabric,

* To pull cording through a stitched channel, use a
large tapestry needle or plastic yarn needle. Dou-
ble the yarn to fill the channel. Don't knot the
cord end; instead, leave a 1/2-inch (1.3-cm) tail at
each end on the outside of the backing fabric. The
tails will remain on the back of the work, provid-
ing extra cord length if the piece stretches. Don't
cross cords over one another; cut the intersecting
cord and start it again on the other side.

* Wool or synthetic knitting yarns, preshrunk cot-
ton cording, piping, twine, candlewick, and other
similar materials make fine cording.

* Cording should fill the channel but still be thin
enough to pass through it. Thread a blunt needle
with the cord and feed it through, beginning at
one end or at a corner. When the channel is filled,
stretch the fabric gently on the bias, and cut the
cord, leaving a long enough tail that the end doesnt
disappear into the channel.

pieces together in the same way, leaving a 2-inch (S-cm)
opening at the top. With right sides together, stitch the
lining to the tea cozy around the lower edge. Turn the
cozy right side out through the opening in the lining.
Slip-stitch the opening closed. Turn the lining to the
inside and top-stitch the lining and tea cozy together
1/8 inch (3 mm) from the lower edge. %

ABoOUT THE AUTHOR. Marilyn Robinson of O’Fallon, Missouri,
specializes in wholecloth and appliqué quilts. She teaches and lectures
about quilting, and her work has been featured in numerous articles
and exhibitions throughout the country.
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Betty Kingsbury,
creator of the minia-

ture historical cos-
tume collection on
display at the Angus
Bowmer Theater,
Oregon Shakespeare
Festival, Ashland,
Oregon.

Photograph by Ruth Flanders.
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A History of Costume in Miniature
Betty Kingsbury’s Figurines

RUTH FLANDERS

N PERMANENT DISPLAY at the Oregon
OShakespeare Festival in Ashland, Oregon, are

more than sixty miniature figurines, each less
than 10 inches high, dressed in clothing representing
different periods in the history of
costume. I first saw them when I at-
tended a performance of King Richard
III. Their elaborately ornamented
costumes rang with such authentic-
ity that I sought to know more
about the creator and her work. I
learned that Betty Kingsbury, a
slight, energetic, eighty-six-year-old
artist, had crafted and meticulous-
ly costumed the figurines.

“I have been interested in cos-
tume and fashion for most of my
life, and the project sort of grew,”
Betty explained, when I interviewed her in her home in
Lake Oswego, near Portland. “My first foray into the
world of costume was in high school theater. When I
looked through my scrapbooks with my grandson the
other day, we found newspaper clippings of my high
school plays. T wasn't in that play,’ I told him. T did the
costumes,”’

Betty’s house, which she helped design, is nestled in
the side of a steep embankment with a spectacular view
of Lake Oswego. Her studio is lined with her watercol-
ors and receives full natural light.

THe CosTUME PROJECT Is BORN

Betty Kingsbury was born in Ocean Park, Califor-
nia, and moved several times as she was growing up.
While studying art at the University of California at
Los Angeles in the 1920s, Betty had been especially
stimulated by her class in the history of costume. “T was
fascinated by how costumes changed through the years.
Around the late seventeenth and early eighteenth century,
for example, the waistlines began moving up, and they
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moved until they settled under the bust, a style we know
as Empire.” Her strong interest in clothing took the
practical form of the apparel shop that Betty ran for
thirty years, but her historical imagination took the
interest in another direction.

For that direction, inspiration came from a tour of
Mrs. James Ward Thorne’s miniature rooms from the
Art Institute of Chicago that were exhibited at the
International Exposition in San Francisco in 1939.

All the furniture was built to a uniform scale,
about 1 inch to the foot, and displayed in indi-
vidual cases. I was particularly taken with the
dining room: a banquet table, tiny chairs, wine
goblets, and silver less than half an inch long, Out-
side that exhibit, I saw a collection of dolls dressed
in period costumes. The costumes were beautiful,
but all the dolls looked exactly the same. Can you
imagine an American girl wearing an Egyptian
costume? I thought then, ‘I can do better than
that.” Those two exhibits crystallized my think-
ing. All my interests—fashion, fabric, costume,
sewing, painting, sculptute, and my fascination
with miniatures—came together.

The costume project took Betty Kingsbury more than
fifteen years to complete.

Although most historical periods covered by the
collection are represented by both male and female fig-
ures, Betty created all the women first; she simply knew
the women'’s fashions better. “I made them consecutive-
ly, beginning with the Egyptian woman (3200 B.C.)
followed by the Mycenaean, Ancient Greek and Roman,
Northern European, Byzantine, Medieval, Renaissance,
Louis XIIT through XV1, French Revolution, nineteenth
century (and a separate figure for the late nineteenth
century when the bustle was in fashion), the Roaring
Twenties, and the postwar yeats up to the mid-twenti-
eth century.” A final addendum to the collection came
about six years ago when Betty realized that there were



no children represented and added several of them. (She
is no longer making the figurines.) While doing research
for her project, Betty built a small library of costume
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references; the two she found most useful were Frangois
Boucher’s A History of Costume in the West and Douglas
Gorsline’s What People Wore: A Visual History of Drress from
Ancient Times to Twentieth-Century America.

MAKING THE FiGURES

Betty formed the bodies by first shaping a small wire
armature and molding papier-miché over it. She made
the heads and hands of plaster of paris. “I put on a blob
of plaster the size of a large marble,” Betty explained,
“and when it dried, I carved it. Dental tools worked per-
fectly, ones my dentist discarded. Then I painted the
figurines with acrylic paint.” She used fine camel’s hair
brushes for the details. “Id taken life-drawing classes in
college, so painting the faces was easy. Carving the hands
was the hardest part.”

What is striking about the exhibit is the individual
character of the figurines. “The nature of the costume
suggested a certain stance for each figurine,” Betty com-
mented. “During the reign of Louis XVI [1774-1792],
for example, an era of voluminous skirts and extremely
tight corseting, the upper body was forced forward. The
resulting stance is quite stiff and unnatural.”

Many of the costumes suggested facial expression to
the artist. “The Louis XIV woman, with her high lace
headdress (fontange), fur muff, and beauty patches, has

an air of gentility, so her face has an Tll accept your at-
tention’ look.” The fontange echoes the men'’s use of
elaborate wigs, as well as the tall chair and settee backs
of the period. Beau-
ty patches, which

rope. Made of silk
or velvet, they were
cut in shapes and
placed near eyes and
on cheeks and fore-
heads, often to di-
vert attention from
smallpox scars that
marred many com-
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Betty Kingsbury
uses crepe hair,

which is much finer than real hair, to re-create the nu-
ances of each hair style. During medieval times, for ex-
ample, hair was worn very long, In the twelfth century,
it was plaited with strips of material and encased at the
ends in metal cylinders. In
the fourteenth century, the
braids were coiled, covered
with a cylindrical caul (a
netted cap often of silver or
gold thread), and topped by
a padded and jeweled head-
dress with a veil attached so
that no hair showed at all.

“Headdresses and hats
were constructed mainly
from fabric,” Betty told me.
“They were so small the
fabric stood up on its own.
A whole hat could be constructed from a remnant 1V2

inches square. Before I had my apparel shop, I sewed all

my own clothes. I had plenty of remnants.” Betty bought sixteenth century,
new fabric when she needed something she didn't have, cr:eated by Betty
however. Whenever she could, Betty sewed the costumes Kingsbury.

Courtesy of the Oregon

by machine, but because many seams were often only a

half-inch long or less, she sewed much by hand. Oregon.
Attention to detail resonates throughout the collec-
tion. The lace, jewels, parasols, swords, mirrors—all the
1995 ]ANUARY/FEBRUARY PIECEWORK

had been worn as Costumed figurines,
early as the time of  Louis XIV, mid- and
Ovid in ancient late seventeenth
Rome, 43 B.C—A.D. century, created by
17, became fashion-  Betty Kingsbury.
able again in seven- ?&Z;ZZA”;:"Z&""
teenth-century Eu-  Asland, Oregon

Costumed figurines,
Renaissance, late

Shakespeare Festival, Ashland,
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accessories and trimmings used—are made to scale, col-
lected by the artist along the way. “When you're in the
midst of something like this,” she said, “you perceive
differently. I was always on the lookout for tiny objects
that would work.” She recycled her worn gloves for leather
accessories. From them she fashioned half-inch-long gloves,
shoes, and boots, such as the soft bucket-top boots worn
by the mid-seventeenth-century cavalier. Lace from an old
handkerchief decorated tops of the cavalier’s boothose and
became the falling band at his neck. Painted and gilded
toothpicks became parasols, staffs, swords, knives, and
mirror handles. Pleated organdy was used for ruffs. Jewels
came from outdated costume jewelry, tiny pearls from the
five and ten.

Each figurine mirrors a different period of dress and
at the same time becomes part of the historic tapestry that
the costume collection creates. Often the style of one
period of dress is echoed in others influenced by it. The
Byzantine costume, for example, was envied and copied,
its Oriental influence visible many places in the world
through the seventeenth century; even today, the vestments
of the Orthodox church are similar to those worn by
Byzantine emperors. The straight tunic of the Byzantine
figure shows off the stiff and luminous quality of the silk
fabric, replete with jeweled belt and hem and richly
trimmed in gold. The purple of the cloak was a color re-
served for royalty alone, and the ornate tablion (an em-
broidered and jewel-encrusted piece of fabric often set
into an article of clothing to proclaim royal lineage) was
typical of the time. The woman's stephanos, or crown, is set
with precious stones and decorated with long hanging
strings of peatls.

After she completed the collection, Betty sent pho-
tographs to several people, among them Angus Bowmer,
director of the Oregon Shakespeare Festival in Ashland.
The timing was right. Captivated by the figurines, he
accepted them immediately and had permanent display
cases to house them erected in the lobby of the new Angus
Bowmer Theater. “We received many offers of displays
for the new lobby,” Angus told Betty when she introduced
herself to him after a performance at the new theater, “but
when I saw these figurines, I knew we had something.”

I asked Betty how she felt when the project was final-
ly completed. “I guess I figured I had climbed one more
hurdle,” she answered matter-of-factly. She had made the
figures without knowing where they would be placed.
About the perfect home they have found in Ashland, she
has the same sense of inevitability that she has about the
project itself. It was simply meant to be.
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COSTUMING THE TUDOR WOMAN

The fairest hand I ever touched! O Beauty,

Till now I never knew thee!
King Henry VIII, Act 1, Scene 4

The crimson velvet gown that clothes the Tudor (early-to mid-
sixteenth-century) woman is one Anne Boleyn might have worn the
night she first danced with Henry VIII and he whispered, or so
William Shakespeare imagined, “The fairest hand I ever touched,”
while the spurned Queen Katharine mourned in her chambers.

The front bodice of the dress was cut from velveteen in a triangle
modified to fit the figurine’s bust, glued in place, and the back added.
The undersleeve, extending from wrist to elbow and fashioned from
fine netting embellished with gold thread, was slipped on next and
gathered at the wrist, forming a short cuff. The outer sleeve, with
a faced cuff of velveteen brocade, was attached separately to the
shoulder and glued under the arm. A broad cuff was folded back
to display the undersleeve, and the bodice was finished with gold
braid glued around the neckline. Anyone who examines the costumed
figurines closely realizes that every seam and edge, whether glued or
sewn, is finished.

A gored underskirt of the same rich velveteen brocade was glued
to the waist, and the velveteen overskirt, cut 4 inches wide, was gath-
ered by hand. Gold trim was added along each side and the skirt
tied to the waist with the gathering threads. A white muslin slip
under both skirts provided the graceful bouffant silhouette.

The gold chain belt, a thin gold necklace, encircled the waist, its
two ends dangling down the front of the skirt, one bearing a tiny
gold crucifix and the other a Spanish coin.

The necklace was looped twice around the neck, and the pen-
dant, a small antique earring of tiny turquoise stones and one red
stone, was glued in place. Tiny pearls and beads were glued to the
fingers for rings.

Betty created a paper pattern for the headpiece by fitting a small
square snugly around top and sides of the head, and then she cut
the front part of the cap from black ribbon. She layered this sec-
tion with white ribbon stitched with gold and red and braiding of
the same colors and formed to hint at the refined arch noted in
Tudor architecture. She used black velveteen for the back of the cap,
including a diamond-shaped box from which two streamers fall to
the waist.

Even beneath the full skirt, the artist paid precise attention to
detail. Black hose seamed up the back of the leg are fastened above
the knee with red garters of silk cord. She cut shoes from dark brown
leather in a Mary Jane style, and slashed five tiny holes in each to
let red nylon show through, just as sleeves of the time were slashed
to reveal sumptuous fabrics within. Finally, the shoes were glued in

place and soles added.



ABOUT THE AUTHOR.

Ruth Flanders is a writer with a
master of fine arts degree  from
Columbia University. She has pub-

lished articles on children’s literature

and storytelling and has completed a

novel, a segment of which has been
published in the River City Re-
view. She lives in Seattle, Washing-
ton.

Costumed Tudor
figurine made by
Betty Kingsbury.
Courtesy of the Oregon
Shakespeare Festival, Ashland,

Oregon. Photograph by
Joe Coca.
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IT'HE VERY STUFF 1

STEPHEN BEAL

It began when the needlepoint artist Stephen Beal was stitching a canvas that depicted one in a series of scenes of a battle between a teapot
and an ocean liner. The scenc included an open door with a stairwell beyond it. He chose DMC cotton embroidery floss #972 for the
stairwell, a color be had not used before, and its vibrant gold simply took over the canvas. In response, Beal wrote a poem that became the
first of a series of twenty-four odes to his embroidery flosses. Five of.the poems—including the first—are reprinted for your enjoyment.
The titles are the numbers that identify the depicted shades of cotton floss manufactured by Dollfus-Mieg & Cie (DMC), Paris, France.
The poems bavé%ﬁgy«sﬂated from bis collection, The Very Stuff. Two have been slightly adapted for this pre;stntation.
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WE TO ADMIT I'm suspicious of this color.

: Wary, even though I've come to use it a lot.

For one thing, if my daughter were going to the prom,
I would not select this fuchsia for her gown.

. : . B - On the other hand, she might.

o
IS i 3
il .
-liiat ::‘,": - I mean, here we are, the kind of folks who button up the house by ten, :
Sl e - having guaranteed : 4
oy s i g gu - / s
i - that the dog has been walked 3
- i y : y X
“o* 77 that the cat has come in i S :
w1 W . J
- £ * that the African violets have been watered
e A [ 1 =
e that the basement lights are off. =< 4 ‘
PP g ]
. i
sem e And all the while we are doing our duty,
b e & 7 - Hire: »
oz tucking in the little ones and saying our prayers,
* 1 z
i 3607 is out at the roadhouse,
] » E .
- it Sl dancing the Monkey with a man named Earl!
I A - g y y
e s ; ;
S et yl What do you do with a color like this?
= gl Lock her up? W
-
e Take away her ankle bracelet?
i ) { ad

- Make her enroll in data-entry?
... No, you old stuffed shirt, just let her be,
soaring on her wings of neon

to the lipstick chorus line.

A l".
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The 350s

ES OF CORAL resemble four sisters,

350 the eldest, a big strong girl 1
who is loving underneath her bossy surface,
concerned for her siblings yet assertive for herself.
She will have three lovers early, ‘
then settle down and raise a lot of kids.

35l and 352 are the sisters who get called each other’s names,
wear each other’s clothes, trade boyfriends,

travel with the same pack of girls.

One is darker, one is lighter;

together they are sunrise, the glory of the day. g
And here, again, 5353.&eshzdcofpead\y-pmk dawn, » »
a girl so beautiful that no one takes her seriously, SR -
'agldsomndudutmybodywalkshah% i o

~ a girl who blossoms at nineteen,

puts her hair up, -
andgnndsmmshcarummdust. ' e
Menwdldmamsoo&mofhavmglmedher

they will end up believing that they did, -
'mﬂspeaktoﬂmﬁ(m&ofﬂntn@tm?mvm
'whmhumbmhdﬁnmdshemghtuﬁgg&anm '
whmdletmofthmshmdawa&oﬁméwme
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972
AST hiIGHT [ STITCHED a corner of a room

= Lo

"

. with a deep apricot taupe, *‘g
! and with a shade that is brighter and peachier, ¥
. and now, tonight, for a stairwell bordering this juicy room, ?
. I putin972. i

' Do you know 9722

This chrome is a yellow you ¢ould walk to China on,

a bounty for which you could stamp your foot right through the floor
when the princess, who's been spinning strands of 972, inquires,
“You like this color, Rumpelstiltskin?”

I like this color, Princess.

For this majestic gold I will keep my temper.

Stay here. Say you win.

e Be your servant, be your slave,

just to keep in touch with all this egg-yolk yellow,
just to keep my hands on

“ all ds glory stuff.

I 369

\ DISTANCE, along a road in northern Pennsylvania,
this green stands out as the first green of willows,
exuberant against the rain-soaked trunks of maples

- stretching bright red buds against a pale blue sky.

3 Opver there, three bushes of forsythia are rushing down a hlll L=
* to join some black and white cows in a meadow, o

where the green is so green it sends ym.g eyes

back up the hill to the pale green will A )/

E

swishing and swayingin the dance of \slb‘llmg.

N
R
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N HISCHAMBERS in his town house in Edo
' = the warrior Watanabe Saburo is concluding his career. ; ‘B
He has fought in the summer and winter battles at Osaka.
He has served his emperor well.

~ Now it is time to take the long road to the hills

" where he will spend his days in contemplation,

tending a garden and keeping some pigs.

8

==

o ‘——f‘-ﬂ,

. In his chambers Saburo is supervising the packing of his gowns
L for donation to the Nakamura Theater,
where generations of actors will strut his pomp through scenes ,
he has not known,
and can not dream of,
being so far removed from pomp in the hills,
= with his millet and his onions and his pigs.

aeir) ‘-1!\ y

‘F‘ H"Z;“ "‘vh_tlm Q

The last gown his servants pack is one of brown mulberry,
embroidered across the right shoulder with a branch of flowering plum
‘ and along the hem with melting snow.

~ Saburo wore this gown for the funeral of the warlord Toyotomi Hideyoshi. 4

As he took his place in the procession, the smile of a courtesan '

caught his eye. ¥

He did not know her name, or her house;

" he did not see her again, pish
i ™
¥ Now, as a servant folds the snowy hem across the flowers, - el
Saburo recalls her smile as she raised her fan. ff__

It is all concluded, and it is all beginning,

this great warrior’s great quest for joy.

Qb
Stephen Beal, educated at W iams Colleohg
4 qfﬂgbl mionths.to :omplm.- garty of them, heW

gtional and mltmaaonal shows. Three canvases
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By the 1540s, patterns for double running stitch reflected both angular Islamic designs and curvilinear Renaissance ornament.

Embroidered strips on the smock in this portrait are more intricate in design than the Islamic models on which they were based.
Portrait of a Lady in White, by Moretto da Brescia, circa 1540.
Courtesy of the National Gallery of Art, Samuel H. Kress Collection, Washington, DC.
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Concernynge the Exceﬂency of the
Nedle Worcke Spanisshe Stitche

B Y K A T H L E E N E S T E I N

And for this kingdomes good are hither come, INE STITC_H’ square stitch, Holbein stitch,
double running stitch—all are modern names
for an embroidery stitch in which the worker
From the remotest parts of Christendorne, counts the threads of the ground fabric to create pre-

cise, reversible outline patterns. Seventeenth-century En-
Coutlizsnd wotth s paines an 3 ivedi stry, glish schoolmistresses taught the technique as Spanish

stitch, an appellation that first appeared in print in a
German pattern book of 1527. A seamstress employed

From scorching Spaine and freezing Muscovie, at the court of England’s Elizabeth I called it true stitch.
Sixteenth-century Italian publishers dubbed it punto scrit-
From fertill France, and pleasant Ttaly, to, or writing stitch. Why so many names? The answer
to that question begins 700 years in the past, in Islam-
ic Egypt.

From Poland, Sweden, Denmarcke, Germany,
And some of these rare Patternes have been set,

Beyond the bounds of faithlesse Mahomet:

From spacious China, and those Kingdomes East,
And from great Mexico, the Indies West.

Thus are these works, farre fetcht and dearely bought,

and consequently good for Ladies thought. . . .

RoOTSs IN THE IsLaAMIC WORLD

the Spanish-stitch, Rosemary-~stitch, and Mowse-stitch, The earliest known examples of double running stitch ~ Drawing of a six-
embroideries are found on linen fragments and partial ~ teenth-century Eu-

garments from archaeological excavations in Egypt. Pre-  ropean double run-
ning pattern similar
to that embellishing
the smock in da

The smarting Whip-stitch, Back~stitch, & the Crosse-stitch,

cise dating of these pieces is uncertain, but they are
believed to have been produced between the thirteenth
All these are good and these we must allow, and the fifteenth centuries, placing their manufacture

during the rule of the Mamluks (1250-1517). The dou-

ble running embroideries comprise reversible bands of

Brescia's portrait.

And these are everywhere in practise now. : : anas
geometric, floral, and animal patterns and Arabic script,

all worked in silk thread. Horizontal and vertical stitch-
John Taylor, “The Praise of the Needle,” ; = AL
from The Needles Excellency, London, 1631 es dominate, giving them a distinctive, boxy appearance.
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Garment fragment
with double running
and pulled-thread
patterns. Some
Mamluk-period
embroidery features
double running
stitch tracery and
heavier counted-
thread stitches.
Egypt,
thirteenth-fifteenth
century.

Courtesy of The Textile
Museum, Washington, DC.
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These textiles represent a variety of articles of dress,

worn by men and women of all ages, economic classes,
and faiths—Muslim, Jew, and Christian. On any given
day in fourteenth-century Cairo, one would have seen
borders of red, blue, green, and yellow embroidery dec-
orating the bodices of shirts and robes, the hems of
sleeves, and the edges of turbans, scarves, kerchiefs, sash-
es, and shawls.

These embroideries are most likely the work of female
rather than male hands. Although men engaged in em-
broidery as a profession, it was also the most common
occupation for Muslim, Jewish, and Christian women.
From adolescence onward, women could participate in
the economic life of the family by embroidering at home
for othets or for sale in the bazaar. Women teachers are
frequently referred to in letters, business ledgers, and
business and court documents. They taught little girls
embroidery and other domestic skills, but whether the
teaching was done in schools is not known. The prod-
ucts of this female industry were sold by female brokers
to the bazaar merchants. The textiles could be purchased
already embroidered, or one could order personalized
pieces for special occasions such as weddings and reli-
gious holidays.

Iluminated manuscripts, legal and business corre-
spondence, and contemporary Arabic and Jewish ac-
counts from the Mamluk period attest to an extreme
concern with clothing and outward appearance. The dis-
play of riches was seen as an expression of gratitude to
God, who had provided them. Presents given were in
many cases garments embroidered with blessings.

JANUARY/FEBRUARY 1995

Unfortunately, it is not known what the double run-
ning stitch was called by its Mamluk-period workers,
how far into the past it was practiced in Egypt, nor where
it originated. However, it is known that double running
embroidery was worked elsewhere in the Islamic world.
The patterns and embroidered inscriptions created in
this stitch were part of a larger language of design shared
by the Islamic countries of the northern and eastern
Mediterranean and Spain. Similar patterns can be seen
in contemporary textiles such as the cartouches (oval or
oblong figures) of carpets made in Cairo, intricate small-
pattern Holbein carpets made in central Anatolia (now
Turkey), sumptuous woven silks and richly patterned
carpets of Spain, and textiles from North Africa. Which
inspired the Mamluk embroidery designs and which

were modeled on them remains a matter for speculation.

PATHS TO RENAISSANCE EUROPE

As early as the fourteenth century, European paint-
ings, palace and church inventories, and commercial and
private correspondence indicate that firmly established
trade networks dispersed Islamic textiles, both cloth and
carpets, far beyond the Islamic world into Europe. So
popular and prestigious were these textiles that by the
fifteenth and sixteenth centuries, European artists and
craftsmen imitated their designs and sometimes their
techniques for the pleasure of royalty, the church, and
affluent citizens.

Sometime during the last quarter of the fifteenth
century, the double running stitch and its accompany-
ing Arabic patterns entered the repertoire of European
needleworkers in one of several possible ways: The long-
standing Muslim settlements in Spain, which had a
tradition of textile work, traded with both Cairo and
Christian Europe. Venice also had extensive trade con-
nections in the Mediterranean. Finally, Egypt, and
especially Cairo, was host to many European visitors
engaged in political and economic activities, who could
have purchased these embroideries in the Cairo markets.

Whatever the means of transmission, by the end of
the fifteenth century, portraits of the period show well-
to-do Spaniards, Italians, and Germans of both sexes
sporting clothing embellished with Arabic-style double
running patterns. By the 1520s, embroidered geometric
designs of Arabic origin—including Arabic inscrip-
tions—and double running patterns influenced by the
curvilinear designs of the Italian Renaissance appeared
on clothing,

Perhaps the best known of the painters who accu-
rately rendered these embroideries is Hans Holbein the



Younger (1497-1543), court painter to England’s Henry
VIIL Because double running bands are found so fre-
quently on his subjects’ collars, cuffs, ruffs, and seams,
both the patterns and the stitch were labeled Holbein
in the late nineteenth or early twentieth century.

The introduction of pattern books, bound collec-
tions of designs for embroidery and other textile arts,
gave double running patterns a wider audience in Europe
and England. Johannes Schénsperger, a printer from

Augsburg, Germany, was the first to publish double

lection of modified angular Arabic bands, curvilinear
Renaissance ornaments, and innovative hybrids of the
two styles.

ENGLAND’S BAND SAMPLERS

Both Arabic textiles and German and Italian pattern
books found their way to England before [550. During
the reign of Elizabeth I (1558-1603), the influence of
the Renaissance reached England, and the English be-

running patterns in the Arabic style, in 1523. A con-
temporary of Schénsperger’s, the Cologne printer Peter
Quentel, pirated these patterns in 1527. He was the first
to refer to them in print as “Spanl[i]che stiche.”

In 1529, Giovanni Andrea Vavassore printed an Ital-
ian pattern book that featured ornament patterns for
double running stitch. The motifs were clearly of the
Italian Renaissance (including floral, bird, and classical
designs), but these normally curvilinear designs were
rendered in the boxy Arabic style. Vavassore referred to
these patterns as punto scritto, perhaps because the dou-
ble running stitch had been used to embroider Arabic
inscriptions as well as decorative patterns. Vavassore pro-
claimed that his embroidery designs could be used on
a variety of domestic textiles, including

collars for gentlemen or ladies, insertions in the
front of ladies’ bodices, borders for bed coverlets,
pillow covers, borders for surplices, coifs, or any
other work that might take your fancy or desire.

The first double running patterns printed in Europe
were plagiarized by later German and Italian printers.
By 1550, Germans and Italians were borrowing each
other’s patterns as well as adding their own to the col-

came enamored of anything Italian,.including embroi-
dery and textile patterns. Perhaps the force that fanned
the flame of interest in the double running stitch more
than any other was the influx, starting in the 1560s and
continuing into the eatly seventeenth century, of foreign
refugees fleeing religious persecution in France, the
Netherlands, Spain, and Italy. Some of the refugees es-
tablished schools for girls as well as boys, offering lessons
in music, foreign languages, and various sorts of hand-
icrafts, including needlework.

By 1600, the English had adopted the German name,
Spanish stitch, for the double running stitch. It was also
called true (or trew) stitch because the resulting patterns
were the same on both sides of the fabric. Spanish stitch
is among the techniques listed in John Taylor’s early-
seventeenth-century poem “The Praise of the Needle,”
printed in the English pattern book The Needles Excellen-
¢y and quoted from at the beginning of this article. In
The Academy of Armoury, written after 1649 and published
in 1688, Randalle Holme listed “Spanish stitch, true on
both sides” as an important sewing term for a school-
mistress to know. As a clothing embellishment, double
running stitch had fallen out of fashion in England by
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Garment fragment
with rectilinear
Arabic inscription
worked in double
running stitch. This
angular calligraphic
style was known as
kufic. The phrases
that can be deci-
phered are usually
conventional expres-
sions consisting of
blessings and
proverbs. Transla-
tion: He who puts up
boundaries between
us achieves nothing.
(Translation by Dr.
Aman Attieh, Uni-
versity of Texas at
Austin.) Egypt, thir-
teenth-fifteenth
century.

Courtesy of The Textile
Museum, Washington, DC
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Double running
patterns in an
English sampler
made by Mary Swift
in 1666.

From the author’s collection.
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the 1620s. However, English schoolgitls practiced the
stitch and its patterns until the early years of the eigh-
teenth century.

In England, the daughters of landed gentry, mer-
chants, ministers, and self-sufficient craftsmen usually
received formal training in domestic skills and social
amenities. A girl might be boarded with another fami-
ly and learn her skills within that family or attend a
boarding or day school. In the greater London area alone,
there were about two dozen such schools. Rather than
promoting intellectual pursuits, most curricula empha-
sized the acquisition of household management skills,
religious instruction, diversions, such as dancing and

JANUARY/FEBRUARY 1995

painting, and handicrafts, including embroidery. Needle-
work featured prominently in this education, and the
quintessential needlework form that the students worked
was the sampler, most often a band sampler.
Seventeenth-century English band samplers are char-
acterized by their orderly rows, or bands, of patterns
worked one below the other down a narrow length of
linen, the short ends of which are parallel to the selvedges.
By the early part of the century, the double running pat-
terns worked on these samplers had evolved into a fusion
of the geometric shapes and angular lines found in the
German interpretations of Islamic designs and the more
fluid floral and animal motifs of Renaissance ornament.
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Other patterns are purely English inventions. Sampler
making was a remarkably conservative activity with a
high degree of conformity in materials, shape, structure,
and patterns. Many of the patterns were copied from
one sampler to another throughout the century.

Rather than being a record of designs intended for
future use, a seventeenth-century English band sampler
composed of double running patterns was a demon-
stration of skill mastery that represented other domes-
tic skills as well: it was a “diploma” indicating that a
young woman would be able to manage her future role
as mistress of a household.

The Spanish stitch designs on English band samplers
reflect a synthesis of patterns from three diverse cultures:
the Islamic world, Renaissance Europe, and Tudor
England. In its travels from Mamluk-period Egypt to
Europe, the stitch was taken in, often renamed, mastered,
and its designs reworked, creating a new embroidery
aesthetic. English bands of Spanish stitch are material
statements that reflect four centuries of continuity and

change.

The title of this article has been excerpted from the
German printer Willem Vorsterman's pattern book of
1527. The title page of his English edition, published
in the same year, begins, 4 neawe treatys: as concernynge the
excellency of the nedle worcke spanisshe stitche and weavynge in the
frame. very necessary to al theym whiche desyre the perfect knowl-
edge of seamstry quiltinge and brodyworke. . . .

Asourt THE AuTHOR. Kathleen Epstein holds a master’s degree in
anthropology from the University of Texas. She is the author of An
Anonymous Woman Her Work Wrought in the [7th
Century (1992) and A New Modelbook for Spanish
Stitch (1993), published by Curious Works Press, 107 RR 620
South, # 1 LE, Austin, TX 78734. In 1994, she curated an ex-
hibit on the history of double running stitch called “A Stitch through
Time” at The Textile Museuwm, Washington, D.C,, and is current-
ly working and doing research at the Museum.

Drawing of a double running pattern taken from Giovanni Vavassore's Corona di racammi,
1530. The stepped lines echo the style of Mamluk-period embroideries, but the subject

matter of the pattern is Renaissance.
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Drawing of a double
running pattern
taken from Johannes
Schonsperger’s Ein
new getruckt Model
Biichli, 1529. Ger-
man presses proba-
bly had published
single sheets of pat-
terns for embroider-
ers by the late fif-
teenth century.
These early printed
designs have much
in common stylisti-
cally with their em-
broidered Islamic
precursors.
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5pam’5/9 Stitch Table Linens

DESIGNS COLLECTED AND ADAPTED BY KATHLEEN EPSTEIN

Bands of Spanish
stitch adorn a linen
placemat and
matching napkin.

Plate, egg cup, jam jar, and
knife courtesy of The
Cupboard, Fort Collins,
Colorado.

PIECEWORK

to Embroider

FHESE STRAIGHT BANDS of Spanish stitch
/ patterns, collected from seventeenth-century
English samplers, lend themselves to the
rectangular shapes of table and other household linens.
Use them on runners, tablecloths, placemats, or napkins.
Our placemat and napkin are stitched with flower thread
on even-weave linen fabric. While the instructions will
guide you through any Spanish stitch pattern, you'll need
to know a plain hem stitch as well. If you haven't tried
Spanish stitch before, working one of the narrow borders
will be an excellent introduction to the technique.

JANUARY/FEBRUARY 1995

MATERIALS

32-count, even-weave linen, one piece 21Y2 % 15 inches
(54.5 X 38 cm) for each placemat and one piece 18
X 18 inches (46 X 46 cm) for each napkin. We've
used Wichelt Linen in amber.

DMC Flower thread, dark blue #2337, rust #2918, and
beige #2841 or a color to match your fabric

Tapestry needle, size 24

Light-colored sewing thread for overcasting and basting
Sewing thread to match the linen fabric




PATTERN SIZES

Worked on 32-count fabric over three threads, pat-
terns | and 2 measure 5/8 inch (1.4 cm) wide, pattern

3 measures [ /4 inches (4.5 cm) wide, and pattern 4 mea-
sures 2//4 inches (5.7 cm) wide.

WORKING SPANISH STITCH

Spanish stitch is made up of a double row of run-
ning stitch worked over a consistent number of threads
of even-weave fabric. The pattern is worked in two stages.
In the first, the running stitch follows the outline of the
pattern, leaving gaps on the front corresponding to where
the thread is on the back of the fabric. In the second
stage, the running stitch returns along the same route,
filling in the gaps so that the pattern is identical on both
sides of the fabric. A main route carries you through the
overall pattern, but many side routes and subside routes
must be completed as you progress along the main route,
When embarking on a new pattern, take time to plan
the main route and side trips before you begin stitch-
ing. When worked correctly, the two sides of the em-
broidery will be identical.

For the leaf-and-acorn band shown in figures I to 4,
the main route runs from one end of the band to the
other end and returns again to the beginning. Each leaf
and acorn s a side trip made on the outward journey.
The pattern may be worked in either direction. At the
first leaf, make a running stitch outline of the leaf stem,
the leaf, and finally the central rib (Figure I). At the end
of the rib, retrace your steps, filling in the outline. Stitch
the outline of the acorn stem and as you work around
the right side of the acorn cup, make further side trips
to stitch the individual lines of cross-hatching and the
line between the acorn and cup (Figure 2). Continue
around the acorn, and on the left side of the cup, com-
plete the cross-hatching, By the time you reach the acorn
stem, you should have completed all the internal detail
of the acorn and cup (Figure 3). Retrace your steps
around the outline back to the main route (Figure 4).
At the end of the entire band, stitch back along the main
route to complete the pattern.

If both sides of the stitched fabric will be visible when
it’s in use, begin or finish a thread by weaving it under
and over about six single threads of the fabric along the
intended stitching path where it will eventually be hid-
den. If the reverse of the fabric will not be seen, you may
begin and finish threads by whip-stitching them over
about 3/4 inch of stitching on the back of the pattern.
Leave a 3-inch (8-cm) tail as you begin the first thread
and whip-stitch it over the stitching later.

199§
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Figure |

- Figure 2

~ Figure 3

Figure 4
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PLACEMAT AND NAPKIN
Overcast the raw edges of the fabric. Fold the place-
Spanish stitch pat-  mat in half widthwise and mark the fold with a row of

terns from English

86

band samplers.

PIECEWORK

basting. Using one strand of flower thread and working
over three fabric threads, begin stitching the pattern
band on the “main route” at the center of a pattern re-
peat. Position the center of the pattern on the line of
basting and leave 1 ¥4 inches (4.5 cm) of fabric between
the pattern band and the raw edge of the fabric. Work
the pattern from the center to each side as far as you
wish or until the pattern is 174 inches (4.5 cm) from the
sides of the fabric. The two-color bands will not be
completely reversible because the areas of contrasting
color are not continuous.

Wotk a narrow pattern band at the lower edge of the
mat, leaving 14 inches (4.5 cm) between the lower edge

of the band and the raw edge of the fabric. Work to each

JANUARY /FEBRUARY 1995

side to match the top band. Stitch a narrow pattern band
around all four sides of the napkin, leaving at least 174
inches (4.5 cm) between the band and the edges of the
fabric.

FINISHING

If any margin is odd-sized to accommodate the pat-
tern, trim the edges of the fabric to match the narrow-
est margin or to 174 inches (4.5 cm). Remove the over-
casting. Fold the raw edges to the wrong side twice to
form a [/2-inch (1.3-cm) hem. Miter the corners and
slip-stitch the join with matching thread. Pin the hem,
then stitch it in place with matching flower thread and
a plain hem stitch worked over three fabric threads. Wash
the finished placemats and napkins in lukewarm water.

Hang to dry and press thoroughly while still damp. <
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Books in review

Cloth as a metaphor for society,
thread for social relations, express
more than connectedness,
however. The softness and
ultimate fragility of these
materials capture the vulnerability
of humans, whose every
relationship is transient, subject to
the degenerative processes of
iliness, death, and decay.

From the introduction,
by Annette B Weiner and Jane Schneider

Although Cloth and
Human Experience was
published in 1989, it is a book
well worth visiting or revisiting
for readers interested in

cloth and culture,

PIECEWORK
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Book MARKs

Cloth and Human Experience
Edited by Annette B. Weiner
and Jane Schneider

Washington: Smithsonian Institution Press, 1989. Softbound, 431
pages, $19.95. ISBN 0-87474-986-1.

Though comprising just twelve essays, Cloth
and Human Experience does a creditable job of liv-
ing up to its sweeping title. The spirit of the col-
lection is that of ethnographic inquiry, and the
social and political significance of cloth in both
industrial and nonindustrial societies is addressed
with engaging detail and breadth. The studies
focus on the role of cloth in many countries, in-
cluding Africa, India, Madagascar, Japan, and
Peru, while examining its origins and history.

The real charm of the book, however, is con-
veyed by its chapter titles and subtitles: “Dress-
ing for the Next Life” with its subsection “Why
the Dead Wear Decorated Raffia Textiles” and
“Why Do Ladies Sing the Blues? Indigo Dyeing,
Cloth Production, and Gender Symbolism in
Kopi” with its subsection “The Dangers of Blue-
ness.” It's a curious and readable compendium
of culture, critical theory, art history, religion,
and economic analysis, with cloth as the focus.
And while there is a good deal of specialized in-
formation, the book’s selections go beyond the
strict interests of scholars and practitioners, ap-
pealing to anyone at least as interested in “human
experience” as in “cloth.”

However one enters the book, one leaves it
overwhelmed by the multidimensional uses of
cloth both materially and symbolically through
time and from culture to culture, and by the
seemingly inexhaustible potential for reinvention
and subversion inherent in cloth and its produc-
tion. Thanks to feminist inquiry, the notion that
cloth working has long been an arena of em-
powerment is not new, but as the book indirect-
ly illustrates, cloth has been a means towards
power, status, and community for women in un-
expected and consistently phoenixlike ways. Even
when its production has been appropriated by
capitalist or patriarchal superstructures, its sub-

1995

versive element unfailingly provides a means to-
ward resistance.

In short, cloth is historically one of the great
art forms. An inquiry into the history of cloth
is also an inquiry into a struggle. Indeed, as many
passages point out, its craftwork has even been
linked with witchcraft. Although this point is
minor in the scope of the book, it suggests what
the book makes clear in many ways: the essence
of our nearest companion, cloth, is fantastical.

Cloth is also shown to promote homoge-
nization just as handily as diversity (as in uni-
forms), just as easily mask as reveal. Further, in
the chapter by Jane Schneider with the intrigu-
ingly overwrought title “Rumpelstiltskin’s Bar-
gain: Folklore and the Merchant Capitalist In-
tensification of Linen Manufacture in Early Mod-
ern Europe,” the relationship of women to cloth
becomes one of a devil's bargain, its production
a matter of desperate choice, and its reward
Mephistophelian: achieved at too dear a price.

According to the folklorist Ruth Bottigheimer,

many of the European folktales collected in

the late eighteenth and early nineteenth cen-
turies portray spinning as “highly undesirable
despite the surface message that it will lead to
riches (1982:142,150). . . . above all it is the
archetypical employment of domesticated,
poverty-stricken womanhood” (Bottigheimer

150; also Ferguson 1979:83).

Although no one quotation could represent
the collection’s spectrum of concerns, the excerpt
above suggests some of them. In these pages,
many different aspects of human experience—
for example, fairy tales, the rites of the Kuba of
Zaire, issues of power and authority, the social
meaning of costumes—are revealed and explored.
Because it treats cloth as both material and sym-
bolic and because its authors come from many
disciplines, the book escapes easy categorizing,
and thus diminishment. Scholars, craftspersons,
and general readers will find it appealing for its
specific details and for the charm of its unusual
examinations of a pervasive human art.

—Evan Oakley
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No article of buman
apparel bas been more
taken for granted

than the sock. .
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techniques from around

insert on page 17.
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source and from Interweave Press
for $14.95 plus $4.50 postage. To
order, please see the book order

8Y2x 9, paperbound, 120 pages,
color and b&w photographs throughout.

ATTERNS FOR HAND-
SOME KNICKER SOCKS,
STURDY BOOT SOCKS,

lively Birkenstock socks, lacy stockings,
kilt hose, cabled socks, clocked socks,
and more are the heart of this charming

book inspired by a host of folk knitting

traditions from Europe and the British

Isles. Also included is the evolution of footwear from the

eighth century B.C. to the present, and a chapter on knitting

the world that gathers an unsurpassed

collection of heel turnings, toe shapings, and top ribbings for
knitters of all levels of experience.

Folk Socks is available from

your spinning/knitting supply

'“'3 INTERWEAVE PRESS
201 East Fourth Street
¥  Loveland, Colorado 80537
(800) 645-3675; fax (303) 667-8317

=========;'

RAUMA FINULLGARN
Anny Blatt e Classic Elite
Cynthia Helene ® Manos

Rowan e Tahki
Addi Turbo Needles

For further information

CharlorT1e’'s Web
177 Epping Rd. l
Exeter, NH
03877
(60%) 778-1417

? Free Yarw Sampleal!
A wide selection of wool and superwash wool,
colton, and mohair yams from Trio, Swedish
Yams, Berroco, Brown Sheep, & others
Woeights from bulky fo fingering - New fall colors
Excellent quality and value
A rainbow of colors, heathers, tweeds

Pattems, kits, needles and notions

For over 300 samples send $3.00 (U.S.) s/h and
your name, address, & phone number to:
Allegro Yams Box PS5
3535 Pierce St. NE, Minneapolis, MN 55418
MANK. ORDER ONLY
o WE ACCEPT VISA & MASTER CARD

Everythin
you nee
to knit

Folk Socks!

e The book

* The yarns

¢ Needles

* Sock blockers

Send for our
free Catalog

which includes a price list for yarns
called for in Folk Socks

208 South 1300 East
Salt Lake City, UT 84102
(801) 583-9373
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“Still, turns out | am something he never was. You

holt of him, it shakes him something awful, and then

he gets to grab me by the scruff of my neck.. .. So,

90

Allan Gurganus

know what? Well, see, there’s the war and it gets

say, he’s the last vet of that war, but me? Why,

honey, 'm a veteran of the veteran.”

—Lucy Marsden, oldest living confederate widow

PIECEWORK

JANUARY/FEBRUARY

WORDSPINNING

As she lives out her last years in a nursing home, Lucy Marsden, the widow of the last surviving Confederate soldier, tells

her story to a young woman recording it as oral bistory. It is her busband's story, that of a boy who went to war at thir-

teen and never recovered from seeing his best friend killed and then killing a boy close to bis own age, but it is also Lucy’s

story, that of the much younger wife (when they marry, she is fifteen and be fifty) of the man whose life has been shaped

by that war. In the following passage, which occurs late in the telling, she describes a quilt pieced of fabrics from the events
of her life. Born decades after the war ended, she fights the Civil War in the form of her busband—and the civil wars
of life itself: Although it would take pages to explain the events and characters bebind each piece of cloth that Lucy men-

tions, it is not hard to imagine the difficult, vivid experiences that inform this “counterpain.”

FROM

Oldest Living Confederate
Widow Tells All

ESTERDAY, on a home outing, Taw and me

rode the blue Chevy bus. Among others we
sat, not hand in hand but at least pressed wheel-
to-wheelchair. Bus stopped alongside a shiny
hearse. In back, one tapered ma-
hogany box. Taw looked down at it.
He snorted for all to hear, “That’s
what I need. A nice, dry, lined cof-
fin.” Many laughed. At our age, the
laugh of recognizing. We'd all
thought that.

Still, it got me down a bit. I went
back to quilt planning. It’s com-
forting, nights specially. I know what
fabrics I would choose but guess
Jerome [an orderly at the nursing home] can't
find them. Still, just telling makes them so.

Requested cloths so far?: a nosegay of dotted
Swiss from Shirley’s pinafore so yellow itd cause
a citrus-grower to pucker. One pair of long johns,
cashmere—red/white/blue, knitted by a moth-
er for her iceberg-bound soldier boy. A white
snippet from Lady More Marsden's stay-at-home
silk wrapper charred the faintest ivory. Maybe
one of Little Xerxes’ tuxedo tails—white satin
fine as Lady’s silk or better, and as a tribute to

1995

her. Baby’s plaid organdy hairbow. The piping
off one aunt-stitched honeymoon travel-outfit,
seriously stained. One pink cotton blanket I
wrapped naked Atrchie in and ran for help. A stiff
plug from Maimie Beech’s starched uniform that
broke like cardboard when she sat first time each
day. Poppa’s blue serge postal outfit, worn but
rarely. My granddad Angus McCloud’s hunting-
plaid kilt. My own momma’s narrow batiste slip,
hacked by garden shears whilst chopping off curls
and wasps. One small square of gauze from my
Ned's eyes that day on the Men's Ward. A swatch
dyed with Momma’s people get-rich indigo.
Maybe dingy lovely Belgian lace from a sad lady
in transit on club cars. Gray worsted off the tunic
of a child soldier that so unhappily outgrew it.
Jerome’s best gold-lamé disco “top.” And surely
samples from a home-bred, home-fed, home-
killed, hand-tanned real mink coat. Plus green
velveteen off a costume shared by Bible Judith
and my regretted Louisa. And stuff it with the
down from Reba’s holy red birds—That'll do
for one side, child.

What a counterpain to sleep under or die in.
We all got to represent each other. Every color
is a deed and suffering, a prize. Our quilt’ll be,
oh, quite the winding cloth and glad rag.

—Pull 1t over me!

From the novel Oldest Living Confederate Widow
Tells All. Copyright 1989 by Allan Gurganus. Reprint-
ed by permission of the publisher, Alfred A. Knopf, Inc.



EXQUISITE NEEDLEWORK MATERIALS
FROM AROUND THE WORLD

¢ Distinctive selection of threads,
needlework fabrics (including colored
needlepoint canvas), books, and accessories
for the serious stitcher

* Semi-precious beads, silk ribbon roses,
and other wonderful findings
for the needle artist

® AcidHree boxes for safe textile storage

MICRO HALOGEN LAMP
Portable, adjustable height, provides
daylight quality light, includes both
weighted table base and clip-on base,
perfect for travel and classes

$65.00 each includes shipping
$89.00 each with carrying bag

COMPLETE CATALOG $3.50
(refundable with order)

THREADNEEDLE STREET
485 Front St. N., Suite B
Issaquah, WA 98027
(206) 391-0528 (inquiries)
1-800-998-5945 (U.S. and Canadian orders)

‘5 W é«;
TOOLS

SURFACE DESIGN

ASSOCIATION
NATIONAL CONFERENCE

PORTLAND, O
AUGUST 199

% .} vb
& g9

CONTACT LIZ ALLEN
2735 SE STEPHENS, PORTLAND OR 97214%
503.234.2458

Meet the Peopie
Get the News

Discover the Artists
Learn the Techniques
Spark the Imagination

FIBERARTS

Q1yr. ( Sissues): $21.00
Q2yrs. (10 issues): $38.00

Canadians, add $2 per year. Foreign, add $6
per year. Payment in U.S. funds.

O New Q0 Renewal
0 Check Enclosed Q MasterCard 0 VISA
Card #

Exp. Date
Guarantee: If you're ever dissatisfied, tell us and
we'll return your money for the unsent issues.
Name (please print)

Address

Send to: FIBERARTS, 50 College St.,
Asheville, NC 28801 USA.

Please wait 4 - 6 weeks for your first issue.
[ N I O L O O N N O I R T N N

4 4 4 d 4 4d ¢ 9@ d 94499 ddqdd9aqdea9dde e e 9999499 4a0a
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Four Bobbin Lace Video Courses &
Anyone with a desire toleam the beau- :Ja
mfu old world art of Bobbin Lace Mak- §
? ing, can leam with the interactive video {1
i4course! You will enjoy an "over the %}

,afshoulder “close-up perspective.You £

*{ will work each move of the bobbins 7,

i nght along with Cathy. Informationon (/. %

~ supplies needed to use in this Course - {3

; are included along with a FREE Re- ' 7 i

£
;‘ source List.
Y ABOUT THE counses
“' Introduction To T Maki

s Volumes I(ltem# TBL-1) & 2(|!em# TBL-2) i
i From basic stitches to beautiful lace. Each £+
Volume $49.95 or Two for $89.95, Three for '-' i
512995, H
.,x \Intermediate Torchon Bobbin Lace Making.
¢ 7{Volume 3(Item# TBL-3): Advanced tech- [%
L,niques, and modern lace. Each Volume hi
9.95 or Two for $89.95, Three for $129.95.
H ion to Bucks Point L king,
. Volumes | & 2(ltem# BPL-1): Advanced Gy
YA+ style of lace. Two Volume Set $89.95. (i
Plus Shipping & Handli 75 for 1 tape, £
%add $1 C%)!og each add ngo?é\l tape. VISA
MC, Checks & M.O. Accepted. For FREE
!ﬁ» information or to place an order write or call:

Visual lmai:g Solutions, Inc.
167 Lamp & Lantern Village #249
Chesterfield, MO 63017
Information 314-391-9597
Orders only 800-354-2946

199s
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EMBROIDERY LESSONS
only$8995

Discover fascinating stitches &
techniques written by one of
America’s foremost embroiderers
Get a lesson a month for a full year of clear,
illustrated instructions with exquisite fabrics,
threads, and needles for practice at less than
$8 each. HANDS ON is beautifully complete
with everything you need in a unique
needlework learning program. Don't wait!
Send or call today to order or for more information.
Kety-Smith, Inc. 4731 Magazine St.

New Orleans, LA 70115
Telephone orders (504) 895-4127

Allow 6 weeks for delivery. Enclose $89.95 plus $10
for shipping & handling (total $99.95). LA res. add 4% tax.

O Enter my subscription for 12 mos. (3 Send more info.

Name (please print)

Street address (for USP)

City State Zip Phone
Enclose check, U.S. money order, or credit card # & full information

Pure Color!

Whether your handwork is histori-
cally based or you simply prefer the
clear, rich, washable colors that are
only possible with vegetable dyes, you
will love working with our natural-
ly dyed embroidery threads, fabrics,
trimmings, wool blend felt, silk
ribbons & more. We also offer qual-
ity tools & books about historical
and natural fiber handwork.

e
Send $4 for our
New CATALOG
$12 for catalog w/samples

Textile

Reproductions
¢ Box 48 en
West Chesterfield, MA
01084 ¢ (413)296-4437

PIECEWORK 91



92

ALLEN’S BASKETWORKS
BASKETRY SUPPLIES

TRY OUR NEW GRAPE VINE ||
RATTAN REED, SEA GRASS,
CANE, RAFFIA, PAPER TWIST,
Il GOURDS, HOOPS, HANDLES,
DYES, BOOKS, AND MUCH MORE.
LONG SASE FOR CATALOG. ||

8624 SE 13th
PORTLAND, OR 97202
(503) 238-6384

Wholesale prices available.

¢ Designs by Marnie Ritrer §
Quality Kirs for
Needlepoint and Embroidery

Books and Unique
Needlework Supplies

Send a SASE for catalog to:

Marnie’'s Crewel Studio, Inc.
6442 E. Otero Place
Englewood, CO 80112
Phone or Fax: (303) 740-9649

FREE CATALOG

YOUR COMPLETE SOURCE
FOR « SEWING « QUILTING
» NEEDLEWORK AND
* CRAFT PROJECTS

ALWAYS 20%

DISCOUNT

2 SEW SMART WAY B8031
STEVENS POINT, WI 54481-8031

1-800-772-2891

re -
PanSciver Bobbin facc
—vawr

Purveyor OF THe FINgsT
QuaLity LaoceEMAKING SUPPLIES
for over 14 years providing
hard to find books,
imported silk, linen and cotton threads,
exotic handmade bobbins,
lacemaking tools and much more!
For our 1994 Catalogue send $2.00 to:
VAN SCIVER BOBBIN LACE
130 Cascadilfa Park, Ithaca, N.Y. 14850
(607) 277-0498

PIECEWORK
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| HEX BEADS, SUPPLIES,
{ with Bi-Monthly Newsletter
| 2723 LOCH HAVEN DRIVE

IJAMSVILLE, MD 21754
FAX: (301) 865-1016

Add a scrap of Indonesia’s rich
and varied textile tradition to
your next project!

i/ These ancient and modern designs are hand-
L woven in 100% mercerized cotton, and the
Y contrasting warp and wefi give the fabric a
Jdepth and shimmer usually seen in silk.
For swatches, send $4 10

J Tekstil Ikats PO Box 117 NYC 10025

Wholesale inquiries welcome

aiflower

Lacemaking Supplies
Wood Tatting Shuttle $15.00
Teddy Bear Bobbins $15.00
post paid
Huge selection of
Stuart Jobnson bobbins.
Mayflower Lacemaking Supplies
230 Tansyl

San Antonio, TX 78213
(210) 340-5620

[HANDSPUN
rlx{mgé\gw Dge{‘\gms\m
1029

100% Wool. -

ANGORAMWooL BLEND-3]020

igAMPéE.% ;9 BRocHU
JAMIE HARMoN

pr e m«mu«m«««@g

DZ BOKIT0-150P =
1CHMOND, VT 05477

BOBBIN LACE

The most complete beginner kit
available—with easy,
self-teaching instructions,
$50 (includes S&H); Visa/MC
Catalog lists books, bobbins, tools
and pillows.

SNOWGOOSE @0‘«5%6

PO Box 27805 o
Denver, CO 80227
(303) 934-5168

HAUTE COUTURE

EMBROIDERY
by Palmer White
the Art of Lesage, the
paramount supplier of
adornment to the great
fashion designers. 171
pgs. (hardcover).
$65.00 ppd
Califadd seles tax
for complete catalog of
lace, embroidery and
costume technige send
$4.00.

LACIS

3163 Adeline St, Dept PWT, Berkeley, CA 94703
(510) 843-7178

-~ SEA HOLLY
HOOKED RUGS
Traditional Rug Hooking

Supplies, equipment, kits, patterns,
hand-dyed wools, hooks, frames,
cutters, binding, burlap,
classes/workshops.

Now offering quilt patterns.
SEA HOLLY HOOKED RUGS
1906 N. Bayview Drive, #PW
Kill Devils Hills, NC 27948

MC/VISA accepted.  (919) 441-8961
Long SASE for information.

| ecAngelsea

FairyIlale Ornament

Vintage & Imported Ribbons & Tassels §

Fine Millinery Flowers & Leaves
Vintage Berries & Handcrafted Stamens
Silk Ribbon Embroidery ‘
Antique Ribbonwork Books

209.948.8428
Catalogue & Samples Three Dollars

P.O. Box 4586  Stockton, CA 95204 |




Your Source for

P Victorian Crazy Quilting ,
h

) & other fine needlearts IR

/l

I / —— — — — — — —— =3
y/ Specialty packages, exotic threads\\l
"antique” buttons, silk ribbons, glass
beads, trims, instructions, everything |
I for your special project.
Free kit with every order.
l wo pA Catalog, $1.00

I o The Magic Needie
| °¢ 0&5
E RR2, Box 172.PW [

Limerick ME 04048

BOOKS to ORDER

Chinese Knotting, Chen $27.95 pp
Embroider Now, van Wyk $50 pp
Emby & Nature, Messent $29.95 pp
Gde to Eng Emby, Wardle $19.95 pp
Shibori, Wada $107 pp
Ukranian Emby, Kmit $29.95 pp

CREDIT CARDS/FREE BOOK SEARCH
RARE BOOK CATALOG $1.00

Hard-to-Find Needlework Books
96 Roundwood, Newton, MA 02164

617-969-0942 tel/fax

it's the Quilter's Wishbook!m

*FREE] 1225

full color |
l Quilting Catalog

from America’s largest quilt shop!

Keepsake Quiltiny |

Featurmgr all the fabric, books, pattems
and quilting goodies you could wish for! l
Send your name & address toda{’ Your
catalog will be mailed without delay!

SEND TO > Keepsake Quilting l
Dept. PW
Route 25 PO Box 1618 |
Centre Harbor NH 03226

———-------J

r-

Best Seller from Nancy Crow

Nancy Crow: Quilts & Influences
Be enchanted by this 256-page book
which offers more than 300 full-color
photos featuring Nancy Crow’s instinc-
tive eye for color and true creative
talent for the art of quiltmaking.
256 pages, 9"x12”, hardbound. #1981....$29.95.
—Also see other books by Nancy!

American Quilter’s Society
P.O. Box 3290, Dept. IP

KAREN L. FORD

Ecclesiastical Designs in
Needlework
P.O. Box 15178-W
Phoenix, AZ 85060

BOOKS & PATTERNS
& KITS for all types
of needlework, altar
linens, vestments,
kneelers, banner
making, crafts, and
Christian symbolism. §

Catalogue $1.00

Needlepoint & Counted Cross Stitch Supplies

Painted Canvases * Pattern Books
Paternayan ¢ Rainbow Gallery

Zweigart * Permin * Fleur de Paris
Stitching & Finishing Accessories

The Bead Directory

& Over 250 Bead Sellers

& Bead Bazaars

& Mail Order Sources

& Coupons Worth Over $100
¢ How-to Books

¢ Classes and much more...

Everything You Need To Bead!

Softcover, 204 pgs, $14.95 & $2 S&H.
U.S. $ only. Outside U.S add $8 postage.
The Bead Directory, P.O. Box 10103,
Dept PW, Oakland, CA 94610.
Wholesale inquiries welcome.

Expanded Second Edition

Paducah, KY 42002-3290

CoMPLETE LINES OF: ﬁ
Kreinik Rainbow Gallery

Needle Necessities Access Commodities
Caron Collection Diane Evans
Colored Canvas Zweigart Linen

Silk Ribbons and more!

FAsT, PERSONAL SERVICE
CHARTED DEsiGNS KITTED AT No EXTRA CHARGE
Discount ON ALL ORDERS
WE SHARE YoUR ENTHUSIASM
UT STITCHING!

FRIENDSTITCH, L1D.
4802 RoLuncTopP RoAD
Erucott City, MD 21043

(410) 465-9645
CATALOG $2.00 MC/VISA

1995
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See Peruvian Maquitos elsewhere in this issue!
NEW BOOK!
MORE SWEATERS S21.95 ppd
We offer all the yarus for these designs!
Sample card $3.00 ppd
FREE CATALOG
4 Cutts Road » Durham, NH 03824
(603) 868-1196

EARTH GUILD

TooLs*MATERIALS *BOOKS — for Handcrafts
-~ YARNS ¢ SPINNING =« WEAVING

—_—

NATURAL & CHEMICAL DYES
\ MARBLING « FABRIC PAINTS
BASKETRY ¢ CANING
BEADS « FINDINGS
POLYMER CLAYS

Asheville NC 28801
1-800-327-8448
______ MonN—-SAT 10AM-6PM
CaiL orR WRITE FOR
LISTING STARTER SETS, SAMPLES, Basic Books
OR SEND 52 FOR OUR 92 PAGE
COMPLETE MaiL Orper CATALOG

1995 Schedule Includes The
Lace Centers of:

OFFERING MORE TOURS THAN EVER BEFORE
SOMETHING FOR EVERYONE

Complete itineraries & registration forms:
POINT GROUND
(formerly Beggars' Lace Tours)
Dept P#1
124 W. Irvington Place - 2nd floor
Denver, CO 80223
Phone or Fax: 303-777-9701

CONDUCTING LACE TOURS
SINCE 1984

/Basﬂ;etweaving Supplies

Complete selection including:

Wide Variety Weaving Materials
29 Colors Irish Waxed Linen Thread
Hoops and Handles
Dyes and Embellishments
Books and Patterns
Tools and More.....

Royalwood Ltd.
517-P Woodville Rd.
Mansfield, Oh. 44907
419-526-1630

catalog $1.50

PIECEWORK
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MARKETPLACE
All Manner of Good Things

NoOTICES

COUNCIL OF AMERICAN EMBROIDER -
ERS’ KALEIDOSCOPE '9S. Seminar July 13
to July 1S, 1995. Study retreat July 12 to July
24. Pre- and post-class options July 12 and July
16. Old Colony Inn, Alexandria, VA. Classes
with B. J. Adams, Akira Blount, Sharon Ep-
stein, Tory Hughes, Joanne Laessig, Charlene
Marietti, Anita Mayer, and Mary Ellen Searcy.
Fiber tours with Dixie Rettig. Study retreat
with British artist Jean Draper. Send LSASE.
Brochure, CAEP, 301 S. Catherine, LaGrange,
IL 60525.

Custom DESIGN

CUSTOM HANDPAINTED NEEDLEPOINT
CANVASES from your photo. Catalog of En-
glish-inspired designs $3. St. Ruth Designs,
15670 Mark Dr., Brookfield, WI 53005.

EQUIPMENT

PORTABLE TAPESTRY LOOMS. Expand your
horizons with these professional-quality looms
at affordable prices. Catalog $2. Tapestry yarn
samples $5. Norsk Fjord Fiber, PO Box 271-
p» Lexington, GA 30648.

LITERATURE

FREE SAMPLE COPY of colorful 64-page
quality textile magazine, Textile Fiber Forum. This
publication covers all the textile arts in the
Australian region and includes New Zealand
plus an international component. Send $3 US
to have your free copy sent airmail. You'll love
it. No obligation. (A subscription is only $15
US per year for 3 mailed copies, or $28 US
for 2 years. US checks accepted.) TAFTA, PO
Box 38, The Gap, Q406l, Australia.

PRE-OWNED NEEDLEWORK AND QUILT-
ING BOOKS AND MAGAZINES. Catalogs of
over 200 items: needlework $2, quilting $2
(refundable with order). Peddler’s Wagon, Box
109PW, Lamar, MO 64759-0109. (417) 682-
3734.

PIECEWORK

NEEDLEWORK BOOKS, pre-owned, inter-
esting variety, many out of print. List $1. For-
est Park Antiques, 7504 Madison, Forest Park,
IL 60130.

THE NEW FIBERWORKS SOURCEBOOK now
available. Totally updated with thousands of
sources for weaving, spinning, knitting, cro-
chet, needlework, surface design, and more.
320 pages $18.95 (postpaid). Or send SASE
for a complete catalog to Fiberworks Publi-
cations, PO Box 49770PW, Austin, TX
78765-9770.

PATTERNS

ANTIQUE FABRICS, ANTIQUE QUILTS. The
real thing, not reproductions. PieceWork Feedsack
Special, 8 different prints, $10 plus $2.90 ship-
ping. Crazy Quilt Scrap Bag, 8 different fabrics
plus lace and trim, $10 plus $2.90 shipping. VISA,
MasterCard, American Express. Free catalog.
The Kirk Collection, Dept. P, 1513 Military
Ave, Omaha, NE 68111-3924. (800) 398-2542.

COUNTED CROSS STITCH FOR CHURCH
AND CLERGY. Brochure, fabric swatches, dis-
counted price list $3.50. A & L Designs, PO
Box 945 Dept. P, Pottsville, PA 17901

HISTORIC MILITARY AIRCRAFT IN
COUNTED CROSS STITCH. We've added a
Super Cobra helicopter to our collection of
32 airplanes. Catalog $3. A & L Designs, PO
Box 945 Dept. P, Pottsville, PA 17901

VICTORIAN HOUSE DESIGNS FOR
COUNTED CROSS STITCH. Eight ﬁnely de-
tailed Victorians, from Gothic Revival to
Queen Anne. Send SASE for brochure. Nancy
Spruance Designs, 2241 Burns Dr. P, Eureka,
CA 95503.

SUPPLIES

BASKETMAKING SUPPLIES. Sculpey. Fimo.
Pine needles. Raffia. Superior reed. Discounts.
Catalog $1 (refundable). The Basket Works,
PW, 77 Mellor Ave., Baltimore, MD 21228.

BASKETRY SUPPLIES, WAXED LINEN,
BOOKS. 40-page catalog $1 (refundable). Can-
ing Shop, Dept. PW, 926 Gilman, Berkeley,
CA 94710. (510) 527-5010.

JANUARY/FEBRUARY 1995

BASKETWEAVING, CHAIRSEATING SUP-
PLIES, oak baskets, books, kits. Quality,
prompt. Discounted. Catalog $I. Retail/
wholesale. Ozark , Box 599-PW, Fay-
etteville, AR 72702-0599.

BRING NATURE’S COLORS INSIDE. Dan-
ish Handcraft Guild counted cross stitch pil-
low kits in naturalistic Danish Flower Thread
on 27-count linen; Rose Bouquet Pillow 15%s
inches square, rose pinks and reds with leaf
greens, $39.36. Clematis Vine Pillow, 17Y4
inches square, lavender and leaf green, $52.80.
Please include $3.95 shipping and handling.
Write for a free descriptive price list of all our
Danish Handcraft Guild kits, publications,
and supplies. Diane L. Bleything, PO Box
19744, Portland, OR 97219.

BUTTONS, CHARMS, CLASPS. Reproduc-
tions of old and new pieces in bronze and stet-
ling. Button catalog $2. Charm catalog $6.
Melanie Collection, 12105 Bermuda NE, Al-
buquerque, NM 87111. (505) 298-7036.

CREATE AN HEIRLOOM—hook a rug! Tra-
ditional rug hooking kits include cut and dyed
fabric strips. Color flier $4. Miller Rug Hook-
ing, 2251 Ralston Road, Dept. PW, Sacra-
mento, CA 95821. (916) 925-8017.

DISCOUNT QUILTING SUPPLY CATALOG.
Send $2 in check or money order. PineTree
Quiltworks, Box 216PW, Cape Cottage
Branch, Cape Elizabeth, ME 04107.

FRENCH 19208 SEQUINS by the strand avail-
able in many colors and sizes. Sample and
wholesale price quotes $2 while supplies last.
Bead Paradise, 157> W. College, Oberlin, OH
44074.

100% COTTON—GREAT COLORS, SIZES!
5/2 t0100/2, good for weaving, lacemaking,
whatever. For samples, send $.75 SASE to Oc-
tavia’s Jewels, PO Box 308, Gladwyne, PA
19033.

SNEEZELESS AND ITCHFREE YARNS FOR
KNITTERS AND WEAVERS. Cotton, rayon,
and synthetic yarns specially chosen for the
yarnaholic with allergies. Discount prices. Sam-
ple $6 (refundable with order). Humming-
bird Fibers, 1227 Valerian Ct., Sunnyvale, CA
94086.

THE BEAD CATALOG. Beads, tools find-
ings—everything you need for stringing. Cat-
alog $1 cash. Art to Wear, 5 Crescent Place,
St. Petersburg, FL. 33711.




UNIQUE NEEDLEWORK BOOKS, FABRICS,
CANVAS, threads, beads, accessories. Catalog
$3. Shirley’s Counting House, 58 First Ave.,
Atlantic Highlands, NJ 07716. (908) 291-
8737.

TRAVEL

BOLIVIA JUNE I4—JULY 6, 1995. PERU 1996.
Weaving, hiking, cultural tour, Weavers Trek,
Betty Davenport, 1922 Mahan, Richland, WA
99352. (509) 946-4409.

CRAFT AND FOLK ART TOURS. China, In-
donesia, Malaysia, Sri Lanka, India, Bhutan,
Romania, Bulgaria, Morocco, Turkey, Ecuador.
Small personalized groups. Craft World Tours,
6776PW Warboys, Byron, NY 14422. (716)
548-2667.
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HoOKINGg

The only full-color
intemational magazine -
for those who create and
delight in hooked rugs

Free sample issue:
Rug Hooking Magazine
S00 Vaughn Street
8 Harrisburg. PA 17110-2220 §8
1-800-233-9055

Try a classified ad in
PIECEWORK
Classified Advertising
201 East Fourth Street
Loveland, Colorado 80537
(303) 669-7672 * FAX (303) 667-8317

Classified Rates: $1.50 per word, $30 minimum.
Payment in U.S. dollars must accompany order.
Al{x:ds are subject to publisher’s approval.
Deadline is ten weeks before the month of issue
(example: January issue closes October 15).

Please run the enclosed ad in the next issue(s) of
PieceWork. Enclosed is my check/ money order for
S :

U.S. Postal Service Statement of Ownership,
Management, & Circulation. Title: PieceWork.
Publication #: 011-717. Frequency: bimonthly, 6
issues per year. Annual subscription price: $21.
Publishing and general business address: 201 E.
4th St, Loveland, CO 80537-5655. Publisher:
Linda C. Ligon, 201 East 4th St, Loveland, CO
80537-5655. Editor: Veronica Patterson, same
address. Owner(s): Interweave Press, Inc., Linda
C. Ligon, Thomas R. Ligon, same address. Pub-
lication name: PieceWork. Issue date for data
given below: September/October 1994. Extent
and Nature of Circulation: (in the following, the
first number represents the “Average number of
copies each issue during the preceding 12
months” and the second number represents the
“Actual number of copies of single issues pub-
lished nearest to filing date.”) A. Total number of
copies: 74,341/66,755. B. Paid and/or Request-
ed Circulation: 1. Sales Through Dealers, Carri-
ers, Counter Sales: 24,155/39,689. 2. Paid or Re-
quested Mail Subscriptions: 20,687/21,457. C.
Total Paid and/or Requested Circulation:
44.842/61,146. D. Free Distribution by Mail:
678/363. E. Free Distribution Qutside the Mail:
1,500/0. F. Total Free Distribution: 2,178/363. G.
Total Distribution: 47,020/61,509. H. Copies Not
Distributed: 1. Office Use, Left Over, Spoiled:
4,911/5,246. 2. Returns from News Agents:
22,410/0. |. Total: 74,341/66,755. Percent Paid
and/or Requested Circulation: 95/99. Signed:
Linda C. Ligon, Publisher. 9-30-94.
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S
A STITCH
<’ : ‘ Linda Ligon

In my own experience,

there’s a strong correlation
between idiot work and

unfinished work, and “idiot”

has less to do with the intelligence
required to perform the task

than the intelligence and
forethought, or lack thereof,

that might have prompted me

to start it in the first place.

PIECEWORK

JANUARY/FEBRUARY

Idiot Work

C ast three or four stitches onto a double-
pointed knitting needle. Knit across, slide
the stitches to the right end of the needle they’re
now on, and repeat. And repeat. And repeat. Re-
peat until you fall off your chair. Repeat until

you have a knitted cord long enough to tether a
pair of mittens, amuse a small child or kitten, or
stretch from your workbasket out to the mailbox
and back. In older, less politically correct knit-
ting literature, this is called idiot
cord (tactfully shortened to I-
cord by Elizabeth Zimmermann
of Khnitting without Tears fame).

Here’s another one: Using an
afghan crochet hook, make a
very long chain. Insert the hook
under the top strand of the sec-
ond loop from the hook, yarn
over and pull through, leaving
two loops on the hook. Do the
same thing in the next loop, and
in each loop across the chain,
keeping all the new loops on the
shaft of the hook. Now yarn
over and pull through the loop
nearest the hook, casting it off.
Yarn over again, and pull it through the next two
stitches. Continue until all the loops but one have
been cast off. These two passes constitute one
row, and give one the odd and misleading sensa-
tion of undoing one’s work Penelopewise. You
might know this as Tunisian crochet; in
Caulfeild’s Encyclopedia of Victorian Needlework, it’s
called idiot stitch. Like idiot cord, it's character-
ized by repetition: Hook, hook, hook, till you're
at the end of your rope, so to speak, and then
cast off, cast off, et cetera. To make an afghan in
this technique, which is what it's most often used
for anymote, is a real exercise in tenacity or res-
ignation,

But if an activity is labelled “idiot” work be-
cause of redundancy, why pick on these two tech-
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niques? Why not include tatting simple edgings
(all those little half-hitches!), or hemming prom
gowns (all those little stitches, for one wearingf),
or making buttonholes by hand, or shelling peas?

And just what was meant by “idiot” when
these labels were coined? Even though the word
has a history of varied meanings — it comes from
the Greek for private, personal, nonprofession-
al, and shares its root with the term idiosyncra-
cy—I assume that it was a reflection on the men-
tal attributes of the person doing the work, or
the scant wit required to do it.

In my own experience, there’s a strong corre-
lation between idiot work and unfinished work,
and “idiot” has less to do with the intelligence
required to perform the task than the intelligence
and forethought, or lack thereof, that might have
prompted me to start it in the first place. A case
in point is the first needlepoint project I ever un-
dertook. It wasn' a kit, nor a painted canvas, nor,
heaven forbid, one of those pieces where the fun
part is already done and only the plain back-
ground is left. Rather, it was, or was to have been,
a 3-by-5-foot rug for my husband’s study, made
from vast expanses of raw canvas spliced togeth-
er, in an adaptation of an M.C. Escher tessela-
tion (knights on horseback jousting in opposite
directions, mostly on the diagonal) which I would
blow up and transfer with magic markers. I start-
ed designing it in October with the idea of fin-
ishing it by Christmas.

Every time I looked at that pile of mostly raw
materials for the next twenty years I felt like an
idiot, in the dictionary sense of silly or foolish.
On the other hand, I have edged an entire knit-
ted coat with idiot cord and nearly completed a
large afghan in idiot stitch and felt pretty clever.

Query a hundred needleworkers on their idea
of idiot work, and I'll bet you'd get at least fifty

different answers. What’s yours?  «
Y

Linda Ligon is publisber of PIECEWORK rnagazine.
Her current idiot work is five bags of homnegrown black fleece

waiting to be spun into yarn for a handwoven rug.
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BOOKS AND CRAFTS, INC.

EMBROIDERY
APPLIQUE
CROSS STITCH
QUILTING
SEWING
KNITTING
BASKETRY
BEADWORK
CROCHET
LACEMAKING
TATTING
WEAVING
SPINNING

0517575353 $60.00 DYEING
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FASHION DESIGN
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PATTERN MAKING
AND MORE!
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What you have in mind... we put in your hand.

Whether you knit, weave or spin Halcycn Yarn has everything you need - just a phone call
away. Our Gemstone Silks are just one of over 75 gorgeous styles of yarn available through the
Yarn Store in a Box®. A complete mail-order resource with sample cards of all of our yarmns, our
complete equipment catalogue plus a descriptive listing of hundreds of books.

If you love natural fiber yarns you’ll love Halcyon Yarn. So call today
% _ for a free information packet and sample card of Gemstone Silks.

Halcyon Yal' n 12 ScrooL St. BATH, ME 04530

g2 % 1-800-341-0282 (in Maine 1-800-439-7909)
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