raft & Histor

$4.95 US. $6.50 CAN
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]uly/Augustl997 RIBBONS ALL THE RAGE
Colorful silk bows and sashes were wrapped around everything in the early

decades of the century—women, children, and packages.

DEPARTMENTS Madelyn Shaw
Z
Nortions 21
TREASURES FROM THE ATTIC: A 19208 HAT
7 Ribbonwork artist Candace Kling finds inspiration in the buried treasures of
By Post vintage ribbonwork. Borrowing elements from a circa 1920s hat, she creates a
sunny summer bonnet with sculpted silk flowers.
64‘ SILK-FLOWER SUMMER BONNET TO MAKE 22
TRIMMINGS Candace Kling
SCENTED SILK RIBBON SACHETS TO MAKE 24
73 Candace Klin
CALENDAR 4
26
THE PEARLY KINGS AND QUEENS OF LONDON
Covered with buttons from head to toe, these flashy and flamboyant
COLUMEINS artistocrats have worked for a century for society’s good.
Deborah Pulliam
12
A PLAce To CoME To
The Folk Art Center, North Carolina 2'9
THE PATTERNED KUBA CLOTH OF ZAIRE
69 Bold in texture and design, these traditional raffia textiles are embellished
Book MARKS with combinations of embroidery, appliqué, and dyeing techniques.
The Artful Ribbon Elisabeth I. Cameron and Ann Svenson Perlman
A Communion of the Spirits )
Fouer Crodhet Bittern Boobs EMBOIDERY AND APPLIQUE TECHNIQUES 30
8o
A STiTcH MODELS IN THE MIND:

see page 29
i AFRICAN INFLUENCES ON AMERICAN QUILTS

Africans entering North America from the eighteenth through the mid-
nineteenth centuries brought their strong textile traditions with them—

traditions that endure in quilt making today.
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see page 30



see page 39

39

SOUTHERN QUILT TRADITIONS IN NEW YORK CITY
When these Southern women moved North, they brought the colors,

patterns, and quilting methods of their mothers and grandmothers.

Sedn Galvin

THE IRISH CROCHET LACE OF CLONES

The small town of Clones in County Monaghan has long been famous for

its distinctive style of Irish crochet, a tradition kepr alive by the
women of the Clones Lace Guild.

Galer Britton Barnes

HANDEKERCHIEF EDGING AND WILD ROSE CORNER
TO CROCHET 48
Galer Britton Barnes and Maire Treanor

O

STUMPWORK: “_;HAT’S IN A NAME?

Just what is stumpwork, anyway? This embroidery form—a seeming hodge-
podge of stitches, materials, and techniques—dates back to the sixteenth

century. And throughout time, its names have been as varied as its surfaces.

Kathy Epstein

A STUMPWORK FLOWER TO MAKE _5.2
Sharon Coben

A DESIGNER'S NOTEBOOK:
VINTAGE INSPIRATION FOR BEADED KNITTING
A classic 1950s beaded sweater inspires designer Deborah Newton to sketch
and swatch and mix and match knitted textures and glittery beads.

Deborah Newton

56
CHARM QUILTS

Inspired by nineteenth-century button strings, these quilts incorporated
hundreds of one-of-a-kind fabrics—including patriotic centennial prints.

Pat L. Nickols

A MINIATURE CHARM QUILT TO STITCH 61
Pat L. Nickols

THINGS 10 MAKE

22
SiLK-FLOWER SUMMER BONNET TO MAKE
Lavishly ruffled silk flowers trim a summery

straw hat,

4
SCENTED SILK RIBBON SACHETS TO MAKE
Stitch elegant sachets with silk ribbon
embellishments,

48
HANDKERCHIEF EDGING AND WILD ROSE
CORNER TO CROCHET
Crochet traditional Clones lace to trim an

elegant bandkerchief

52

A STUMPWORK FLOWER TO MAKE

Make a three-dimensional floral sprig with

traditional stump_wwk techn ique,

61

A MINIATURE CHARM QUILT TO STITCH

- Make a miniature charm gquilt with more than

a hundred different printed fabrics.

64
TRIMMINGS
A Pageful of Ribbon Posies
. Flowers That Bloom on Frocks and Hats

see page 24



NOTIONS

From the editor

Skimming the Surfaces

Ihave a friend who is quite fash-
ionable, always on her own terms.
Although she and I have very differ-
ent personal styles (hers sophisticat-
ed; mine haphazard), we share the
same passion for color and texture
and a deep appreciation for the bold
and unexpected. We walk through
fabric and clothing shops, eyes dart-
ing, touching everything, imagining
with escalating excitement how that
color would look with that—or that!
We make it a point to visit pieces of
exquisitely designed jewelry we know
to be in certain shop cases. We don't
need to own them—we're just glad to
see them. We will frequently stare un-
abashcdly, aduli[iﬂgly, at a woinan
wearing a particularly cheeky hat or
stop dead in our tracks to get a look
at a passerby’s shoes whose design de-
fies the limitations of the form. We
collect and exchange eccentrically em-
broidered patches, decorative papers,
one-of-a-kind buttons, quirky beads,
and  drop-dead-gorgeous  fabric
swatches, as well as elaborate stories
of what we will make as soon as we
have some time.

In a long conversation one day,
when one of us (or both) was feeling
a tad guilty, I suppose, for having
gone over budget on some frivolous
item that couldnt be lived without,
we tried to understand what moti-
vates our seemingly irrational fascina-
tion with ornamental details. Besides
the simple fun of it, we decided, it is
the need to see something wonderful
in our immediate environment or on
our own person—and, to give whoev-
er is looking at us something wonder-
tul to look at. That's it! To brighten
an often difficult and dreary world.
As a matter of fact, we concluded, we
have a responsibility to beautify the
wotld we inhabit by sporting personal
ornament. To perk things up a bit.

Now, we may be rationalizing our
behavior somewhat, but consider: the
many and long-standing traditions of
quilt makers who stitch colorful and
captivating bedcoverings, which, quite
frankly, only need serve a single, very
practical purpose. Why do they do it?
Consider too, after the amount of ef-
fort required to hand-weave skirts
from the fibers of the raffia palm, why
the Kuba people of Zaire then gild
the lily with embroidery, appliqué,

and dye. And was it really necessary
to their survival for the women and
children of the turn of the century to
festoon themselves with yards of col-
orful silks tied around hair, waist, hat?
What is the source of the decorative
impulse?

Personal ornament is so ubiquitous
in human cultures throughout time,
one might begin to suspect that it is
somehow essential to our well-being.
At the very least, my friend and I
would say, the embellishment of an
object—often a mundane object—
with texture, color, dimension brings
that object to life, connects it to its
maker or wearer, makes it reach out to
touch the others in the world looking
on. It works for the altruistic Pearly
Kings and Queens of London. They
cover themselves with flashy buttons
to get attention, to make people sit
up, take notice, and make a donation.

The Pearlies, my friend, and I
would agree. Decoration connects us
to each other.
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You dont have to
stitch perfect,
to look perfect

Pend troductory Video
| ee Starter Kit
(LIMITEDTIME OFFER)

Silk Ribbon Embroidery is very forgiving,
Because, like the flower petals in nature,
no two are exactly alike — so there's no
such thing as a perfect petal.

But, there is a perfect way to learn
Silk Ribbon Embroidery. Just send for
our Beginners Video and -
Free Starter Kit.

A

take you through each of
our "five easy stitches” ste
by step.Then using our |
Starter Kit, create your first
Silk Ribbon flower. '

It's simply the perfect way to learn.

Bucilla

100% el Fibborn Cmbroidewy

} Q Please send me Béginner\v’ideo & Free Starter Kit.
1 My payment is enclosed ($3.99+%$1.00 S&H).....$4.99

Limited time. Offer expires 3/98. Or while supplies last.
Allow 68 weeks for delivery.

[}

i

i
I i
: :
I Total payment enclosed. .. $ :
I |
| Name: : :
I I
| Street: Apt. :
i i
: City: State: 2 & 0 :
i ;i !
;I;e_lemw:____ | ESESE S S !
| Make check payable to; Video Offer, PO Box 7050-Dept.R |
1 Rosemont, IL 60018-7050 1
i ]
I |
1 I




Crazy Qunlt,er ‘ Club

Join now and receivé

If you love embellishment.
“crazy” quilting and decorative
work. this is the perfectelub
for yvou. Join hundreds of crazy
(.|l|l]h s whoenjoy special

and our ¢

member discounts xciing

theme newsletter filled with pages ol patterns, designs,

technigues and tips -- included with your membership.

We offer the finest selection offmaterials for crazy
quilting, embellishing, embroidery and beading. Now
featuring stunning silks. fancy fabric packs and more?

Pleasc send $3.00 for our beautiful

catalog, or call for more information:

69 Coolidge Ave.. #P
H;l\'uhill.. 01832
(800) 666-3562

(508) 372-6535 (fax)

Evening s

Blueprints-Printables
Design & Print Kits:
Quilt Squares

T-Shirts

Group Projects

Aprons

Fabrics:
Cotton
Rayon
Silk

Blouses
Sun Dresses
Scarves

Table Linens

All blueprint sensitized products are ready to print in sunlight, rinse
in water. No chemicals to mix, non-toxic.

Reproduce photos on fabric, easy
brown-toning directions and
washing instructions.

1. Blueprints on Fabrie, innovative uses for cyanotype by Barbara Hewitt |,
$516.95

This well illustrated book is a complete guide to blueprinting.

2. Blueprints on Fabric Book & Fabric Sample Pack. Experience instant

success printing the 6, 8" fabric samples included with the book. ~ $29.95

i e s ot

e ﬁm'
SEND SASE FOR FREE BROCHURE TO:
BLUEPRINTS-PRINTABLES 1504 Industrial Way #7, Belmont CA 94002
(Quantity prices available. Call 1-800-356-0445)

Free
Victorian Doll
Pattern!

~ Indulge in our catalog of vintage-style
dollmaking patterns, books and supplies for
dolls of all types - including “American Girls”
and received the featured 15" Victorian Fashion
Doll Pattern at no charge.

CATALOG
$5.00
(Includes free pattern)

15" Vietorian
Fashion Doll

Timberpond Press

1133 W. Broad St.,- Dept. PWJA-7
Williamstown, PA 17098
717-647-7463 Fax 717-647-2480
Credit Cards Accepted

| |
(and maybe some things you didn’t even know you needed!)

We stock over 1,000 different yarns
in a huge array of colors including:

® Vittadini ® Rowen ® Annabelle Fox

® Jaeger ® Lang ® Dale of Norway
® Classic Elite . Lane Borgosesia @ Cynthia Helene
® Tahki ® Noro ® Missoni

® Colinette ® Plymouth ® Filatura

® Prism ® Harrisville ® and lols more!

To Order: 1-800-306-7733

Call (402) 391-7288 For Newsletter/Catalog
or Send A Card With Name, Address & Phone

PERSONA THREADS
UTIQUE

Knitting®Weaving ®Spinning ®Needlepoint
8025 West Dodge Road * Omaha, Nebraska 68114

g
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Don’t miss these other titles
from Fiber Studio Press:

Erika Carfer: Personal Imagery
in Art Quilts, by Erika Carter,
112 pages, color photos
throughout, B262, $29.95

The Nature of Design: A Quilt
Artist's Personal Journal, by Joan

Colvin, 128 pages, color photos
throughout, B247, $29.95

Velda Newman: A Painfer’s
Approach to Quilt Design, by
Velda Newman with Christine

Barnes, 112 pages, color photos
throughout, B236, $29.95

PO Box 118, Dept. PW797
Bothell, WA 98041-0118 USA

Email: infe@patchwork.com

Learn how quilt arfist Diana
Swim Wessel draws inspiration
from the world around her in
Inspiration Odyssey: A Journey

of Self-Expression in Quilts.

96 pages, color photos
throughout, B282, $26.95

U.S. and Canada:
1:800-426-3126

*Ralease date subject to change.

Add §$4 U.5./$6 Iat'l shipping/handling when ordering.

EXPRESSION

ARTISTRY

Discover artist Ellen Anne
Eddy’s techniques for creating
breathtaking tapesiries with
machine embroidery, reverse
appliqué, hand-dyed fabrics,
and layered sheers. illusions
of water, mist, and flame teem.
with fish, frogs, bugs, and T—
birds in Thread Magic: TEEGY |
The Enchanted World of ;
Ellen Anne Eddy.

112 pages, color photos
throughout, B303, $29.95,
June release™®

That PatchworkPlace

Explore textile arfist Jane
Dunnewold’s techniques for
creating visual depth in fabric in
Complex Cloth: A Comprehensive
Guide to Surface Design.
160 pages, color photos
throughout, B264, $34.95

Int'l: 14206-483-3313
Fax: 1:206-486-7596

Wek: www.paichwork.com



: QEnéG Jinny Beyer

Palette available in
quilt shops worldwide

in August 1897,

Read aboult the Basic Realities c,w’ff&halfﬁnge inthe March ‘97 issue of McCall's Quilting.

You

Stunning Threads
(Jottons

Silks Metallics

}lll[l muc]\ ﬂ'l(’l]'(‘”

FIRESIDE STITCHERY

We Have The Materials To
Make All

Needlework
Wishes
Come True!!

Hand Painted Canvases

\

\

[

[

\

\

: ;\A'on‘rf;\‘

‘ Handcrafted Wood Needlework Items:
‘ No Two are Alike—Needle Boxes with
‘ magnetic inserts, Needlecases, Boxes

‘L to display your needlework, Laying Tools
\

\

\

\

\

Beautiful Linen Fabrics / Colored Canvas
Unique Accessories / Books / Charts

Write or Call For Extensive Catalog
60+ Pages (includes color pages) $4.00

FIRESIDE STITCHERY
The Frazer Shopping Center

490 Lancaster Pike #12B
Frazer, PA 19355
(800) 531-2607

18748 S. Gramercy Plage Gardena, California 90249

Voice; (800) 422-5426 '« E-mail: info@rjrfabrics.com * URL: http:/www.rjrfabrics.com

s \MR\? Fashion Fabrics - :[

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 foday fo 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.

{3 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
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tHE PACIFIC =~
INTERNATIONAL
QUILT FESTIVAL VI

(SAN FRANCISCO BAY AREA)

Santa Clara Convention Center, Santa Clara, California

OCTOBER 23 - 26, 1997

Quilt and Wearable Art Competitions
Over $17,000 in Cash and Prizes

Founding Sponsors: BERNINA OF AMERICA
FAIRFIELD PROCESSING / POLY-FIL
QUILTER'S NEWSLETTER MAGAZINE/QUILTMAKER

Silver Sponsors: COATS & CLARK
PATCHWORK QUILT TSUSHIN, TOKYO
SPRINGS INDUSTRIES

* Special International Exhibitions!

« Fairfield Fashion Show!

» Merchants’ Mall of Over 90 Vendors!
e Over 400 Quilts on Exhibition!

OVER 65 WORKSHOPS, LECTURES AND SPECIAL ACTIVITIES
WITH INSTRUCTORS FROM THROUGHOUT THE WORLD

Charlotte Andersen - Utah

Sunga Lee Barrington - California
Barbara Brackman - Kansas
Shari Cole - New Zealand

Leslie Gabrielse - Netherlands
Vicki Johngon - California Annie Viche - France
Yoshiko Katagiri - Japan and more to follow...

FOR COMPLETE INFORMATION send one dollar ($1) to: P.LQ.F., Dept PCE,
P.0. Box 667, New Hope, PA

Di Di McElroy - California
Marlene Peterman - California
Doreen Speckmann - Wisconsin
Sherry Sunday - Pennsylvania
Lorraine Torrance - Washington

18938

VISA, MC Accepted |
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PHILENA MOXLEY'S MARK

I was delighted to see the article on my
great-grandmother, Philena Moxley (Janu-
ary/February 1997). Although I've read
previous publications of her story, this one
seemed to be the most complete and accu-
rate account, and quite informative.

Great-grandmother Philena is certainly
one ancestor that caught my attention. She
was involved in craft and handwork that 1s
near and dear to my heart. I run a small
business repairing traditional hand-hooked
rugs and, through my research on Philena,
I've been inspired to expand my business to
include rug designs using her stamping-
block patterns.

I make a pencil rubbing of the block,
then enlarge it on a photocopier. I combine
the patterns into a design and then trace it
onto paper. With permanent marker, I
trace the full design onto a netting materi-
al. I can then trace the design onro any
type of backing for rug hooking,

I'm excited to offer great-grandma
Philena’s Victorian designs again. I'm sure
she would be pleased to know that her
blocks are back at work creating beauty
and pleasure much as she used them more
than 100 years ago.

Stephanie Krauss, Montpelier, Vermont

DIFFERING OPINIONS

As I look through the March/ April
1997 issue | see rag/ scrap rugs, potholders,

and a patchwork dog, which in my opinion
are pure SCHLOCK. Hopetully you will do
better next month. If not you will at least
know why I haven't resubscribed.

Michele Buchanan
Albuquerque, New Mexico

Letters from readers

I was not going to resubscribe, but this
last issue was so very good, it changed my
mind.

Florence Howe

Canaan, Vermont

RAGs AND Rucs

The Match/AptiI 1997 issue brought
back memories of my mother’s rag rugs, of
sitting on the floor working on a rug while
listening to “I Love a Mystery.” Mother
made “prodded” rugs, as her mother and
grandmother had before her. We cut apart
coarsely woven, cream-colored feed sacks
with red and blue stripes. The prod was a
straight clothespin with one end cut off
and the other sharpened to a point. We cut
wool rags in strips about 3 inches [7.6 cm]
long and 1¥2 to 2 inches [3.8 to 5.0 cm]
wide, punched a hole in the sack, and
pushed a strip through. We punched an-
other hole right next to the first and
pushed the other end of the strip through
that. We filled the entire surface of the
sack this way, and then trimmed the rags to
create a shag effect. About 3 inches of the
sack edges were turned under and whip-
stitched. We never used a pattern and we
never used a frame, although I remember
working the rug over an empty nail keg.

Evada Brown, Royal Oak, Michigan

On visits with some traditional weavers
of northern New Mexico (“Scrap Tradi-
tions of New Mexico,” March/ April
1997), I learned the secret of the “plump-
ness” of the rag “yarns” and of the clarity
of design. Rather than using the rags flat,
in the “Anglo” manner, the best traditional
weavers in this region turn Strips into

1997
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Finger-Braided Bracelets

Clare Red and White
Embroidery
Faith Ringgolﬂ”s
Story Quilts
Swedish Waves
Mitten Pattern

The Tailor of Gloucester

JULY/AUGUST

Note: The 1996 PIECEWORK
Index is available by sending a
SASE to PIECEWORK Index,
Interweave Press, 201 East Fourth
St., Loveland, CO 80537-5655.

Send your comments and ideas to
“By Post,” clo PIECEWORK.
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The book to get for
Brazilian Embroidery!
“The Art of Dimensional Embroidery”

Japanese| |Candlewick Pillow Kit

: 1 Bring the timeless craft
Braiding of candlewicking to

By Marie Freitas. . Equlpment I h -
Only $13.00 + $4 shipping I ife with three simple
signed by ; e
Brazilian Yarns & Needles Available Rodrick Owen eTOQ’ey StChQS.
Beginner Kits - Only $7 + $3 shipping In- * NEW Braiding books from Japan by
cludes yarn, needle, pattern, Makiko Tada
DS S—— ) * Quality capped hardwood bobbins
Lots of Embroidery Books Available! ® Japanese style Maru Dais & more
Send for complete List * Braiding books including Braids—
e 250 Patterns from Japan, Peru & Beyond,
“Needle Tatting”” by Barbara Foster by Rodrick Owen $29.95 + S&H
Two books and three needles * Equipment & Fiber Catalog plus Schedule
$24 plus $4 shipping for Rodrick’s workshops at TWP—$3.00.

Wrist Bracelet to hold tatting balls

$10.95 plus $3 shipping THE
WEAVER'’S
Tatting Rulers - $10.95 plus $3 shipping PLACE
75 Mellor 14" x 14" pillow kit includes 100%
Avenue cotton muslin for pillow (front and
SUSAN'S Baltimore, back)f, with design silk-screened on
... MD 21228 the fabric. Also includes needle,
o ,-—( gLBOEII: « carding thread, detailed instructions.
. spinning Dl‘dEl’S only Kit# A210 - $2400 u.s. prS $395 s&h
* needlework 800-74?-YARN (CT residents must add sales tax) « Visa, MasterGard, Check or Money Order
N 250 HWY. A HH DESIGNS
COLUMBUS, WI 53925 inquiries 170 Bnsion off Hope, 2iSiD
Ph: 414-623-4237 Fax: 414-623-0120 410-788-7262 800-309-5348 or (914-921-4579 Outside U.S.)

616 Wooden Cable Needle\

ﬁamral wood with
grooved center*
“holds stitches
better than

| aluminum
‘hookl o
needie

o
=

- ...no more slipping!
Ask for The Wooden Cable Needle
at vour local yarmn shop.
or order direct from Fibre TECH
Small (use with needle sizes 1-5) $3.00

Medium (use with needle sizes 5-8) $3.50
Large (use with needle sizes 8-up)  $4.00
Set of all three - best value! $10.00
Shipping & handling included!
CA residenis include sales lax
MC, VISA, Discover, Personal Checks accepted

~ Wholesale inquiries welcome ~

Sl - Fib’re'!c“ Specialty products for the fiber artist
SHIRRET — PO Box 1338 - P3, Madison CT 06443. "9 Tudustrial R, Unit 112, Son Carlos, CA9 4076
Send for free color brochure or send $29 for book i phone 415 610 0555 fax415 010 0557
and 5-piece basic equipment to get you started. Kmmmm:&mma FibreT@aol.com /

B e
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yarns. The rags are sorted by color
and joined into long strips, then
handspun on a large, supported thigh
spindle (the type known as a Navajo
spindle). The rounded strips are not
crushed when the weft is pounded
into place on the loom. Because of
the twisting, the fuzzies resulting
from tearing the strips lie in short, di-
agonal lines and do not alter the clari-
ty of the color or the design. I was
amazed at the difference that results

from such a simple process.
Priscilla A. Gibson-Roberts
Cedaredge, Colorado

DoUBTING THOMASES

As a graduate student in English,
some of my recent work has included
studies of nineteenth-century women’s
writing about needlework. In “A
Stitch” (March/ April 1997), Linda
Ligon notes that Thomas Gray wrote
“Song of a Shirt.” Thomas Gray was
the author of “Elegy in a Country
Church-Yard” (1751) and other
poems, but not “Song of the Shirt.”
This enormously popular poem was
written by Thomas Hood and pub-
lished by Punch in 1843. Hood was a
friend to Mary Lamb, who also wrote
passionately, and from experience,

about the economic hardships of pro-
fessional needleworkers. Hood's verse
description of the poverty and pain
these women endured caused wide-
spread, but regrettably ineffective and
short-lived, outcry against exploitation
of needlewomen. The poem is reprint-
ed in full in Christina Walkley’s The
Ghost in the Looking Glass: The Victorian
Seamstress (London: Peter Owen, 1981).
Jacqueline M. Chambers
Columbia, Missouri

Just wanted you to know that I

found twenty-three palindromes!
Ramona Bates, Little Rock, Arkansas

Let your mittens do the walking — all over the Wo

xé

!

ere’s an international mitten mall, just in time for holiday knitting. With Folk
Mittens you can select Bohus Stickning mittens adapted from the yoke of a
Bohus sweater (three purples and off-white), geometrically patterned black
and white Greek mittens, and multicolored Andean mittens with animal motifs.

All in all, there are 38 mitten patterns in this companion to Interweave’s best-
seller Folk Socks, including mittens from Austria, Kashmir, and colonial New
England. All patterns are presented with full-color graphs. Other technical cov-
erage includes gauge, washing and felting, casting on, plaited edging, ribbed and
unribbed cuffs, and a long section on thumbs, including three types of gores.

Make lots of people happy this winter. Give them mittens from the book.
Give them the book itself. Either way, they're Folk Mittens winners.

New from Interweave Press!

842 9, paperbound, 120 pages,
color photos and grapha throughout.
#0694 — §18.95

Folk Mittens will be available in September. Find it at your local craft source

or call Unicorn Books and Crafts at 800-289-9276, Dept. IWPP.

1997
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mé;ittany

fine wood knitting needles & crochet hooks

Our New Address:
P.O. Box 130
Elk, CA 95432

Phone Toll Free
1-888-488-9669

— TR

ess circular needles dmc anchor pearl 12

nearl 3 metalic over
nooks persian tape
needles pearl 8 cutw

earl 3 metalic ov@rd ec
100Ks persian tapest
needles pearl 8 Cutwork linen

mzﬂ

danish flower thread afghan
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Tools of the trade.....
YARN BARN has them!

Flip and Focus Magnifiers are small clip-on lenses for your
regular glasses for close up work. Flip them down when you want;
flip them up when you don’'t. $11.00

Line-A-Timers are transparent colored strips that keep your
place on a page with static! Four to a pack. $3.00

Quilted Needle Cases will make your collection of knitting
needles much more tidy! Single pointed cases: 10" length (8 pair),
$19.00; 14" length (8 pair), $22.00. Double pointed case: up to
7'/2" length (16 sets), $18.50. Circular set with plastic needle
sleeves (8 circulars), $25.00. Crochet hook case: $16.00.

1-800-468-0035 YARN BARN 918 mass. st.
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Need other accessories, books, and
yarn? Request YARN BARN’S knit-
ting and Crochet Catalog for all
your needs.

Yarn Bras are mesh slipcovers for skeins and cones of yarn.
Handy for those slick, slippery yarns. $3.40/pkg. of four.

Brittany Cable Needles are a set of three straight needles with
a slightly tapered center. Made of birch. $4.50

PageMinder holds paperbacks, hardbacks, magazines, or patterns
open for hands-free reading and following directions. $6.00

Ball Winder and Umbrella Swift make reeled skeins into balls.
Ball winder is $34.95; metal/plastic swift is $34.95; larger wooden
swift is $69.95. All prices are plus shipping.

Lawrence, Kansas 66044
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Beads-Peads

, (8 Beggane
All Your (Needs in <Beads/ ) ) ,
My 7
ot ot 2 Lace
X Seed Peads Sibuver Chueads, Eﬁﬂ\ \j/ \
i 23;2? ;g:;is Needlewarks Schaok & Market | Fine Silk, Linen and
i i \ :
X Grade Beads 2 August14-16,1997 3% Latton Lredds
X damp PBeads Kansas City, Missouri large selection of sizes
X Oin dings : Kansas City Market Center and colors
X Suppﬁe% Park Place Hotel
Needlework Classes
X PBooks Q/@ Special Events » Market Crochet HOOIkS
X More... # / (All events are open to the public) :j Size #1 5& #1 6
5 The most fun you will (
OQ@'\ . neemi“f; fll(atveﬁ_rning “;W ! 2 Fine Tools, Supplies and Classes
1(9@5’&‘ i e o \% for your Lacemaking needs.
¢ \ J .
Qtﬂi For more information call 4 Send $2'00 for LomPIEte catalog
(910) 768-1401 To receive a class ( (refundable w/1st order)
egistration packet, please send
108 Page Catalog $1.00 for postage & handling to Q BEGGARS LACE
available for $4.00 Silyer Threads, Ltd, s = :
. J e DepLSC_ ; PO Box 481223, Dept. P1
Shlle"eCk (Beads Lewisville, NC. 27023 Denver, CO 80248
L . VOO L Phone: (303) 233-2600
In a hurry? View our class registra
2727 Westmoor Ct SW }1;{{ketlnt%i\d dm:qfﬁard_ the rregbilsg‘:ttiﬁ: Fax: (303) 233-2600
(‘Dqﬂ. q) ay form at www.silver-threads.com ..
Olympia, WA 98502 lacelady @rmii.com

360-754-2323 0 ) Waste Canvas > 0) \_ Y,

5 Knitting Pattern Books
by Betty Lampen

+ “Miniature Sweaters”

Christmas Tre¢ Ornaments

Book I ... 12 patterns
Book II . . . 19 patterns
Bool II1. . . 30 patterns

24" tall

4 “Sweaters
for Teddy
Bears”

Book I

¢ “Teddy Bear
Knits”
Boak 11

Bears 7V/2", 13", & 17V2"

¢
Betty Lampen, Dept P
2930 Jackson St. i : ) e ; o SO :
San Francisco, CA 94115-1007 Receive a free chart of a design by Emie Bishop featuring Kreinik Silk Threads.
Send a #10 SASE to “Silk Sampler” at Kreinik Mfg. Co.,

Books $6 each - plus $1 p & b T S T ARSI Wi KREINTK

CA residents include tax. US funds only, T'I{ = WA F_T‘ILIHLI.S: i T R ERREE OF 1LLUMINATION
http:/fwww.bettylampenknitbooks.com Consumer Information: (800) 537-2166 Years INNOVATION
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The Folk Art Center, Asheville,

North Carolina.

Photograph courtesy of the Folk Art Center,
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A PLACE TO COME TO
Lynda McDaniel

The Folk Art Center,
Asheville, North Carolina

Through the forests and mountains,
coves and valleys of the Blue Ridge Moun-
tains, I set out along the Blue Ridge Park-
way for the Folk Art Center in Asheville,
North Carolina. Driving through such a
setting, it seemed only natural to expect a
large log cabin filled with
crafts worthy of the
Southern Highland Craft
Guild, which has made
its headquarters there
since 1980.

What I found, how-
ever, was 30,500 square
feet (2,840 m?) of light
and space, talent and tex-
ture, at once both muse-
um and monument to the
traditional and contem-
porary arts of weaving,
quilting, pottery, basket
making, paper making,
glassblowing, jewelry making, woodwork-
ing, blacksmithing, and metalsmithing.

I should have known. The Southern
Highland Craft Guild has a long creative
history of setting milestones in the Ameri-
can craft movement. It was founded in
1930 by a group out of Who's Who in
American craft, people who dedicated their
lives to promoting indigenous crafts from
the nine southern Appalachian states.

Frances Goodrich was among them—a
Presbyterian missionary and social worker
from Ohio who came to North Carolina
in 1895 with heart and mind open to ways
of helping the economically impoverished
area. She soon discovered that although the

JULY /AUGUST 1997

people were in need of many temporal
things, they had much to share, notably a
forty-year-old woven Double Bowknot
coverlet presented to her by a neighbor
who had heard of Goodrich’s interest in
old ways. Struck by the weaving’s quality
and integrity, Goodrich began her life’s
work of fostering regional handerafts and
in turn saving many crafts from extinction.

Goodrich organized a group of women
to card, spin, dye, and weave wool and cot-
ton coverlets for sale by mail order; she
paid them on a piecework basis. By 1908,
Allanstand Cottage Industries had a per-
manent showroom in Asheville, and in
1931, upon her retirement, Goodrich do-
nated it to the guild. Today, Allanstand
Craft Shop occupies 3,000 square feet
(279 m?) on the first level of the Folk Art
Center, and enjoys the distinction of being
America’s oldest continuously operated
craft shop.

The guild also spearheaded the revival
of craft fairs in America, hosting its first in
1948 across the Great Smoky Mountains
in Gatlinburg, Tennessee. This July and
October in downtown Asheville, the Craft
Fair of the Southern Highlands celebrates
its fiftieth anniversary with exhibits by 150
traditional and contemporary craftspeople,
demonstrations, special appearances by
demonstrators from the 1948 fair, and re-
gional music and entertainment.

Throughout the year, in the Main
Gallery of the center’s second-level exhibi-
tion spaces, craft exhibitions are installed
for two to three months. The Annual
Member’s Exhibition, for example, show-
cases virtually all craft media, made by
many of the guild’s 700 members. At least
once a year, selections from the permanent

2,000-piece collection are featured. The



Quilters at the Craft Fair of the Southern Highlands
of 1953. The fair will celebrate its fiftieth year

this July and October.

Photagraph courtesy of the Folk Art Center.

holdings, which date from the turn of the
century to the present, include baskets,
woodcarvings, pottery, metalwork, and at
least 250 textiles, such as quilts, coverlets,
even some cow blankets in different colors
and sizes. The smaller Focus Gallery spot-
lights the work of two members with a
new show every eight weeks. Classes, mem-
bers” exhibitions, national juried shows,
demonstrations, and lectures also support
the guild’s commitment to education.

Standing by the front doors, I listened
to the comments of just a few of the cen-
ter's 300,000 visitors each year. “This 1s
wonderful,” one said. “I had no idea,” said
another. “Honey, can we spend a little
more time here?” someone asked.

That is the magic of the place. Even
without knowing anything about the cen-
ter’s history, or the years of dedicated ef-
fort behind it, a visitor can sense that
something special is going on here. Regret-
tably, crafts have been, and sometimes still
are, shortchanged in our culture, the term
defined too loosely. But not here. So it
seems fitting that we are unprepared for
the Folk Art Center’s grand scale and im-
pressive contents. Wonder, after all, is ex-
actly what this place is about.

The fiftieth annual Craft Fair of the
Southern Highlands will be held from 10
am. to 6 p.m. at the Asheville Civic Cen-
ter, July 17—July 20 and October 16-19.
The Folk Art Center is located at Mile-
post 382 on the Blue Ridge Parkway, 10
minutes from downtown Asheville. It is
open daily, 9 am. to 6 p.m. from April
through December; 9 a.m. to 5§ p.m. from
January through March. For exhibition
schedules and more information, contact
the Southern Highland Craft Guild, PO
Box 9545, Asheville, NC 288I5. (704)

298-7928. Allanstand Craft Shop is one
of four guild shops; the others are in
Asheville and Blowing Rock, North Car-

olina, and in Gatlinburg, Tennessee.

ABoOUT THE AUTHOR. Lynda McDaniel is a free-
lance writer in Asheville, North Carolina.
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Strip Variation Quilt, by
Mozell Benson, 1991,
from a recent exhibi-
tion at the Folk Art
Center.

Photograph courtesy of the Folk
Art Center.

PIECEWORK 13



The
r€a
atherer

& e —)

CECELIA STRICKLIN

2108 NORCREST DRIVE
Boisg, IDAHO 83705
PHONE: 208-387-2641
FaX: 208-387-1251

Embroidery Arts
Symposium

3-DAY WORKSHOP - SEPT 24-27, 1997

o o s

Needlework expert Joanne Harvey
O
Featuring the 17th Century
Mary Holingworth Sampler
O
Stitch your own reproduction
o
Curator-led embroidery
collections tours
O

Contact Jennifer Evans for brochure
508-745-1876 - 800-745-4054
fax 508-744-0036 - www.pem.org

Peabody Essex Museum

EAST INDIA SQUARE, SALEM, MA 01970

’foMATO*«c%-orv

Request a newsletter
Place an order
Call 800-483-7959

Mention Fiecework and Priority Shipping is only
$3. We accept VISA/MasterCard/Check.

What's NEW at the Tomato
Rowan #20 Fall/Winter 1296
Annabel Fox Willow Lake

Kaffe Fassett California Fatches
Alice Starmore in Stillwater
Debbie Bliss Nursery Knits
Knitting in America

Dale of Norway Winter 1996
Dale Adult #72

Dale Baby #8581

Dale Trondheim Ski Team 1997

Dale BabyTrondheim Ski Team 1927
Dale Heilo Shade Card

Dale Baby Ull Shade Card

Tomato Factory Ficks

$18.00
$16.00
$12.85
$17.95
$17.95
$34.95

Alice Starmore in the Hebrides $17.95
Allc nore Shade Booklet
w/ 260+ colors $12.00
Fiber Trends Wooden Cable Needle Set $10.00
(3 sizes/pkg)
Shiro Retractable Tape Measure $ 550
in Metric & US units
Crystal Palace 6" Bamboo Double Point  § 2.60

Glove Needles

(each size)

(sets of b in US sizes O-1-1/2-2-22-3-4-5)

& Church 5t. Lambertville NJ 08530

Available at your local Quilt and Needlearts Shop
V & - 9 C_ ™
Quilters’ “Resource
y= N it
R = Publications |

PO. Box 148850 » Chicago, IL 60614
1-800-676-6543 Fax: 1-773-278-1348

SLICE UP A CIRCLE

+ By Angela Madden

Have you ever stood in front of a quilt
marvelling at the intricacy of the design?
Angela’s book and the Circle Slice Ruler
are the secret to easy to draft patterns.
68 pages, spiralbound, color $19.95; Ruler $8.00

TUCKS TEXTURES & PLEATS
+ By Jennie Rayment

Tantalize with tucks... Beguile with bias.
Enter the fascinating world of
textural creativity, as you create
\'H @ unigue masterpiece.

! 104 pages, spiralbound, color $24.95

s 1 e
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Perfection Dyes
since 1879
cid Dyes in 94 Colors
, 3
& other animal fibers
Direct Dyes in 40 Colors
& plant fibers
& information

Call or write for color car

Dealer Inquiries Welcome

Traditional Rug Hooking
from Joan Moshimer

We are proud to be the world’s
source of rug hooking materials,
offering patterns, woolens, tools,

books, information, burlap,
linen, & monk’s cloth backing.

800-626-7847

W. Cushing & Co.
Kennebunkport, ME 04046
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cross stitch ¥ needlepoint ¥ antique samplers /3

Needle\.zvorkm
Fair
Jan. 29-Feb. 1, 1998

Long Beach, California
Aboard the Queen Mary

April 16-19, 1998
Bloomingdale, Illinois
Indian Lakes Resort

Classes ¥ Marketplace ¥ Exhibits
Treat yourself to new skills, supplies
& ideas for ribbonwork, stitchery,
quilting, knitting, needlepoint,
lace making & more.

¥ Treat yourself to a trip to the Fair! ¥
For details and class registration hrochure,
send a long SASE (55¢) to the ILN Fair,
Dept. PN, 836 B Southampton Rd., #285,
Benicia, CA 94510
pulled thread work ¥ silk ribbon embroidery

) crazy quilts ¥ doll-making ¥ crochet ¥ tatting ¥ bobbin lace ¥ Christmas designs ¥ quilting ¥ knitting ¥ fabrics [
J $a140e) & Bupjoows 4 s:adwes anbijue 4 yiom peaiy) umeip 4 sudulj abejuin 4 Bumiuy & Bujew-jop & 1842040

RAINBOW SOCKS

Handmade by Refugees of
Croatia and Bosnia-Herzegovina
“Rainbow Socks” come in the colors of
the rainbow, and are knit from wool
and wool-blend yarn.
————,
Adult Unisex Rainbow Socks ...... $17.00*

Shoe sizes in parentheses are approximate:
XL (12-13), L (10-11), M (8-9), S (6-7)

Children’s Rainbow Socks ........ $10.00*
L (6-10 years old), S (3-5 years old)
LT LT S ——————— $7.00*
Women’s Rainbow Mittens ........ $17.00*

*Please add S&H charges: 1-3 pairs: $4;
4-9 pairs: $6; 10+ pairs: $8.
e .
RAINBOW SOCKS
169 Umnion Street, Natick, MA 01760
Telephone: (508) 655-2469
Fax: (508) 655-2585

Checks, Visa, Mastercard accepted

THE ELLEN NELL, INC.
CATALOG ~ $s UPDATES FREE

ALYCE SCHROTH sampler recreations
COUNTESS DESIGNS  Art Deco/Celtic
I DE LA TOUR Victorian/Edwardian/
mythological
ELLEN NELL, INC. custom linen/
samplers
FABRIC OF TIME  Christian samplers
FINEARTS GRAPHICS Tom Taylor
contemporary animal interpretations
GREEN MOUNTAIN  hand dyed linen
Jabric & thread
MAGGIE & CO. avant-garde/ethnic
NANCY SPRUANCE  Victorian houses
RISHFELD DESIGNS Judaic
SPRUCE COVENew England reflections
SILK & LINEN THREADS
French, Italian, Chinese
solids, varigated & hand dyed

Unusual
and always the finest

Ellen Nell, Inc.
Salem Station, 10012
Winston-Salem, NC 27108
phone/fax 800.499.1224

e-mail: Imcgee @ nr.infi.net
http://www.needlearts.com/samplers/ellen_nell/index.htm

Elegant Unique

Wholesale inquiries welcome

The American
Needlepoint Guild

wants you as member!

Member’s Benefits Include:

*6 Issues of NeedlePointers
Member’sExclusive Magazine

ONeedlcwnrk-'Ciasses by Mail
*Teaching & Judging Certification

- *Chapter Membership Available

¢ Annual N eedlépoiht Seminar

[ want to join! Enclosed are m
membership dues of $23.00 US.
($33.00 USD Foreign)

Name:

Address:

City: St Zip:
Mail to: ANG Membership

Cathy Felten

3410 Valley Creek Circle Dept PW
Middleton W1 53562-1990

FINE

SWEATERS IN

SAMUEL
~ CHARIS
e KNITS

KITS

UNIQUE DESIGNS, LUXURIOUS YARNS
Call for catalogue
[-800-321-KNIT = 916-392-8213 = fax 916-392-8216 * email: knitkits@ix.netcom.com
Visit our website at: www.knitkits.com
372 Florin Road, Suite 312, Sacramento, CA 95831
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BOOKS FROM INTERWEAVE PRESS

!
Enchanted Knitting New!

Charted Motifs for Hand and Machine Knitting
Catherine Cartwright-Jones & Roy Jones

FNCHANTED
QKNITTING

' Authentic ancient motifs—from natural animals to mythological and imperial figures—are the basis for the
artzd Motk for | lind s Machine Kétting

charted designs in this new book. Here you'll find patterns based on the Romanian beast-man Silvanus, fig-
ures in the Paleolithic caves of Europe, tattoos from the famous Pazyryk woman of central Asia. Native
American culture, Ancient Chinese embroidery, Mexican hand-woven fabric, and a gentleman’s robe from
Nigeria are among the many other sources in Enchanted Knitting.

Every design in the collection includes a discussion of the original motif in its historical context, plus
knitting charts. There are also photos of completed garments incorporating the motifs.

For really fantastic designs, make Enchanted Knitting your own.
8 x 10, paperbound, 96 pages, color photos and b&w charts and illustrations. #680—$%$19.95

The Art of Fair Isle Knitting
History, Technique, Color,
and Patterns

Ann Feitelson

Fair Isle patterns, colors, history, stories, peo-
ple! You'll find them all in this comprehensive
new book. An art historian and practicing fiber
artist, author Feitelson has visited the Shetland
Islands often to bring this distinctive knitting
style to life. The historical sections are lavishly
illustrated with color photographs of histaric
Fair Isle garments; Fair Isle color theory is
exhaustively demonstrated with actual knitred
samples; and the original Fair Isle garments by
Feitelson are illustrated with both color photos and color charts to help you
knit your own designs.

84 % 11, hardbound, 240 pages, color photos throughout. #650—$34.95

New!
—li—

It’s a winner!
i

The Very Stuff
Poems on color, thread,
and the habits of women

Navajo Weaving Way
The Path from Fleece to Rug
Noél Bennett with Tiana Bighorse

The authoritative text on Navajo rug making as taught to
Noél Bennett by Tiana Bighorse, this new book preserves

Stephen Beal

Interweave is pleased as punch! The Very Stuff has
just been named 1997 Poetry Winner by the
Colorado Center for the Book. Judges for the award
were Colorado librarians, who commented, “The Very
Stuff is not just good poetry. It is exceptional poetry.
The subject of this collection, color, is almost star-
tling in its seeming simplicity and originality.”
Among other judges’ comments: “I see the world
completely differently after reading these poems—the

the mystery and wisdom of Navajo weaving traditions
while honoring the people’s culture. Navajo Weaving Way
is a compilation of three of Bennett’s out-of-print books
augmented with all-new chapters on spinning, carding, and
dyeing. Throughour, in direct quorarions and in images by
acclaimed photographer John Running, the book reflects
the strong presence of Navajo women.

Navajo Weaving Way speaks to the beginning weaver and
the more experienced, moving step-by-step through the
making of a simple sampler, introducing techniques for a

sky, the trees, the postcard [ have of a kimono stitched by a Japanese artist. | want more advanced sampler, and presenting complex joins and
to watch every old movie he conjures up with color. . . .” Get a copy of The Very
Stuff and have some fun with color, thread, and words.

6 x 9, paperbound, 104 pages, color legends. #676—%14.95

designs. Rounding out this compendium are graphs
for several full-size rugs, line drawings depicting specific
techniques, and instructions for making a Navajo loom.

8 x 10, paperbound, 160 pages, b&w photos and line drawings.
#695—$19.95

Find these books at your favorite craft source, or call Unicorn Books and Crafts at 800-289-9276, Dept. IWPP.
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Aran Knitting

Alice Starmore

This significant new book
presents a complete Alice
Starmore workshop in Aran
knitting. Step-by-step instruc-
tions, photos, and drawings
lead readers through 60 charted
patterns that progress from the
basic concept of using a cable
needle to the myriad variations
of Aran technique. To develop
readers’ creativity, Starmore
then leads them through the
design of a traditional Aran sweater. Full instructions and charted
patterns for 14 original Alice Starmore designs include her own
interpretations of Celtic knotwork. With the last-minute addi-
tion of previously-unpublished historical information just dis-
covered by Starmore, and photos taken on location in the Aran
Islands and County Clare, Aran Knitting is a real eye-opener on
all the facets of this enduring style.

8%4 % 12, hardbound, 176 pages, color photos throughout.
#723—$39.95

Oriental Carpets

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

Twemy'ﬁ':ur miniature rugs,
photographed in color and
charted in black and white,
provide needlecrafters with a
variety of options beyond the

needlepoint in which author
Cooper originally created them.
The sky's the limit (and the floor is not necessarily the destina-
tion), when creative minds start working with these finely-
crafted designs.

7 x 9'/, paperbound, 120 pages, color photos, maps, and illustra-
tions; b&w charts. #657—%19.95

Vicki Square

LA SRUARE

Awailable in September!

D

Folk Mittens
Marcia Lewandowski

Here's an international mitten mall,
just in time for holiday knitting.
Choose from Bohus Stickning mittens
adapted from the yoke of a Bohus
sweater (three purples and off-white),
geometrically patterned black and
white Greek mittens, and multicolored
Andean mittens with animal mortifs.
All in all, there are 38 mitten
patterns in this companion to the
Interweave Press best-seller Folk Socks,
including mittens from Austria, Kashmir, and colonial New England. All
patterns are fully presented in color graphs. Other technical coverage
includes gauge, washing and felting, casting on, plait edging, ribbed and
unribbed cuffs, and a long section on thumbs, including four types of gores.
Make lots of people happy this winter. Give them mittens from the book.
Give them the book itself. Either way, they’re Folk Mittens winners.
84 x 9, paperbound, 120 pages, color photos and graphs. #694—$18.95

Small Sweaters
Colorful Knits for Kids
Lise Kolstad & Tone Takle

People lucky enough to have children to
knit for will delight in Small Sweaters.
Authored by Lise Kolstad and Tone Takle,
the topnotch Norwegian designers who
have also written Interweave’s Sweaters and
More Sweaters, this new collection offers
over 50 garments, including sweaters,
coats, hats, leggings, mittens, and socks, in
sizes ranging from newborn to 12 years.
When it comes to Small Sweaters, we think
you'll have as much fun knitting the gar-
ments as your children will have wearing them.

82 x |1, paperbound, 144 pages, color photos throughout. #687—$21.95

The Knitter’s Companion

Don't know how to do it? Forget how to do it? Need a new way to do it? Turn to The Knitter's
Companion, the handy spiral-bound notebook that stays open while you knit. Measuring just 7 x 5
inches, the book fits in your totebag so you're never without clear illustrated diagrams for dozens of
knitting techniques, including casting on, binding off, increasing, decreasing, correcting mistakes,
making buttonholes, and sewing seams and hems. The book also offers invaluable tables of body
measurements, yarn estimates, conversions, and more.

7 x 5, spiralbound, |12 pages, 100 b&w technique illustrations. #671—$17.95

Find these books at your favorite craft source, or call Unicorn Books and Crafts at 800-289-9276, Dept. IWPP.




R N
ALL TH AG E

‘ ‘ PRING is pre-eminently the season for rib-
bons,” procla{mec[ The American Silk Journal in
February 1900. This may have been wishful
thinking. The Journal was the official trade publication of the
American Silk Association and numbered manufacturers and
importers of ribbons among its subscribers. Its writers,
however, did everything in their power to encourage the use
of ribbons in fashionable headgear and other attire. Sales of
ribbons to the garment and millinery trades and to indi-
viduals who wished to update last season’s styles were vital
factors in the health and profitability of the ribbon industry.

LEs CHAPEAUX

During the first decades of the twentieth century, a
woman's hat was the most important finishing touch to her
ensemble. Before 1910, fashionable women wore large-
brimmed hats trimmed with quantities of feathers, flowers,
ribbons, or net perched atop their puffed and rolled hair,
which visually balanced the width of their skirts. Trimmings
were used lavishly both on the crowns and under the brims of
most hats. The straight, less voluminous silhouettes and hair-
styles of the teens called for somewhat smaller turbans and
toques accented with a single ornament—usually a tall wired
bow or long, narrow feathers that jutted up or out from the
crown of the hat.

The Millinery Trade Review—one of several millinery journals

to arise in New York about 1902—carried a monthly column
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by a young man named Ora Cné in which he pre-
sented his designs for new trimmings for hats and
headdresses. One column contained instructions
for eighl:een bows, including those he named the
Pineapple, the Battle Axe, the Head of Wheat,
and the Mosquito. Cné and his column were so
influential that by 1914 he was making several
lecture circuits a year, charging department stores
and wholesale millinery houses $50 a day to
teach color harmony, bow making, and sales
techniques.

GARMENTS, Too

An Edwardian woman'’s hat was not the only
article adorned by ribbons. Ribbons were used to
add visual accents or contrast to garments, too.
Satin or velvet ribbons stitched in rows or pat-
terns on skirts, bodices, and sleeves brought
texture and luster to matte fabrics such as wool
crepes or silk chiffons. Crisp taffeta ribbons
inserted between bands of lace or sheer fabrics
gave body to soft summer frocks, causing skirts
to swirl, not cling.

Manufacturers kept abreast of the latest
Parisian modes to help them anticipate demand.
The Dolly Varden styles of 1902 and 1912 and
the Directoire-revival fashions of 19081910,
which called for enormous quantities of ribbon
and sashes, were particularly lucrative for the rib-
bon industry.

Fashion also dictated whether in a particulat
season ribbons would be soft or crisp, plain or
fancy. Glacé, tinsel-edged, ombré, brocade, gros-
grain, moiré, fancies, luster, ciré, reversibles,
panne, chiné, gauze, and changeable were only
some of the popular ribbon varieties. Black
mourning ribbons were also subject to fashion’s
whims, and new “fancies” appeared on the mar-

ket regularly.

NOVELTIES AND ACCESSORIES

The ribbon departments of department stores
sold not only yard goods, but made-up novelties,
such as large bows to decorate the neckline of
plain dresses, heavy ribbon belts with fancy buck-
les, shirred ribbon garters, and pleated ribbon

ABOVE: A model from the Maison Rouff in Paris—a ribbon manufacturer’s dream
come true, Her dress is shirred ribbon over organdy, ribbon roses and streamers

adorn her hat, and a ribbon sash encircles her waist. From The American Silk Journal,
September 1908.
Photograph by Irving Solero. Courtesy of the Special Collections Library, Fashion Institute of Technology.

OPPOSITE TOP: Warp-printed ribbons like this one were worn on hats and garments
between 1900 and 1920. From a 1917 sample book.
Photograph by Irving Solero. Courtesy of the Textile Collection of the Museum ar Fashion Institute of Techriology.

OPPOSITE BOTTOM : A “Dorothy Dainty Debutante,” from The American Silk
Journal, September 1908. Dorothy Dainty ribbon sets were introduced in late 1907
by Smith & Kaufmann.
Photograph by Irving Solero. Courtesy of the Special Collections Library, Fashion Institute of Technology.
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Dorothy Dainty
herself, surrounded
by boxed sets of
hair and sash
ribbons. From The
American Silk
Journal, February
1908.

Photagraph by Irving Solere.
Courtesy of the Special
Cullecsions Library, Tashion
Institute of Technology.
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neckbands trimmed with lace frills. Ribbon belt
and collar sets were considered particularly
“nobby” (chic) in 1903. Ribbon flower orna-
ments were popular until well into the 1920s.
Wreaths or sprays adorned the hair, nosegays

decorated Iapels or necklines, and clusters of rib-
bon blooms were often nestled around or under
the crowns of picture hats. The DuBarry, an
evening coiffure decoration made from a ribbon
braid joining two ribbon roses, was very popular
with the “younger women” in New York in 1902,
according to the August issue of The American Silk
]omnaf.

Ribbon departments also sold a wide variety
of sashes and girdles. Sashes were wrapped
around the waistline, sometimes ending in a large
bow, with streamer ends left flowing down the
skirt. Girdles were generally made from wide
shirred, pleated, or draped ribbon, sewn onto
buckram or heavy grosgrain belting, which closed
with hooks and eyes.

Holidays were particularly good selling peri-
ods for gift novelties that were not intended to be
worn, such as ruched ribbon picture frames and
decorative bags for traveling or use in the

boudoir. The staff of the store’s ribbon depart-
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ment might also make up bows or novelties to
order from stock ribbon chosen by a customer.
Christmas packages required “tying-up ribbons”
in holly or teddy bear designs. Florists kept plain
silk ribbons on hand for decorating their work,
but also purchased special bows from a whole-
saler or retail ribbon department.

RiBBONS FOR CHILDREN

Children were another important market for
the ribbon manufacturer. Babies of both genders
wore long white dresses and bonnets trimmed
with narrow satin ribbons in pastel colors. Their
bedding was festooned with bows and ruffles and
ties. Grosgrain ribbons edged little boys’ sailor
suits and circled the crowns of their hats,

Ribbon was truly essential, however, to the
adornment of little girls. Enormous hair bows
weighted down small heads, and sashes with
equally enormous bows were tied around tiny
waists. In 1907, the American ribbon company
Smith & Kaufman became the first company to
market sets of precut and packaged hair ribbons.
Mothers could buy matched sets of two Dorothy
Dainty bows and a sash, or an assortment of six
ribbons, for $1.90 to $10.75 per package.

The 1920s fashions of bobbed hair, tatlored
hats, sportswear, and Coco Chanel’s little black
dress led to a reduction in the use of ribbons.
Close-fitting millinery required only a band and
perhaps a flat bow or cockade; no longer the 8 to
10 yards (7.3 to 9.1 m) of fancy ribbon on a sin-
gle hat or in a single bow. Women’s new freedom
to participate in sports led to the simplification
of clothing and trimmings. Ribbon manufactur-
ers turned to new fibers and manufacturing
techniques—or went out of business. Only in the
past few years have the art and craft of silk rib-
bonwork again become popular. 4

ABOUT THE AUTHOR. Madelyn Shaw is a costume and
texctile historian with a particular interest in the American
fashion industries. She teaches in the Cooper-Hewitt / Par-
sons School of Design Masters Program in American
Decorative Arts at the Smithsonian Institution and works at

The Textile Musewm in Washington, D.C.
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A 19205 Flat

Due Treasures like this circa 1920s hat frequently turn up in

heard it so  attics, the collections of town historical societies, vintage
many  clothing shops, flea markets, and tag sales. PIECEWORK
times:  discovered this dress hat in a small museum collection.
“I've  Curious to know more about it, we asked ribbon artist and
always ~ designer Candace Kling to decipher the techniques used to
loved  make the bold fabric embellishments. Inspired by the hat’s
ribbon.” design and construction, she also created for us a straw
Its like  summer bonnet blooming with silk ribbon flowers (pages

tusic to my ears. 22-23). #

i Ribbon is a thread back to
childhood, a time of fm@ part}y dresses, multicolored hair ribbons, and
presents made spectacular with big satin bows. Many people remember a
family member (mothet, aunt, or gramfmotbﬂj who created this work.
Others recall doing it themselves earlier this century. Sometimes the
memory is fond; sometimes it’s tinged with regret—that the knowledge
has slipped away and the treasures are long gone. The lucky ones bave
saved and cherished their ribbons, buttons, bits of lace, sachets, and
lingerie bags, christening gowns and baby bonnets. For those without a
family, they’ve made one up by haunting garage sales, flea markets,
and antigue shows, collecting their “heirlooms™ and bringing them
for me to see.
Sometimes, I only hear about a special treasure. It arouses my
imagination nonetheless. Who could forget a student’s description of
“an ivory dress with blue and pink roses, and a sash wrapped around
the waist like a piece of music?”
The museum collections I bave explored over the past fifteen years
were not the source of the bulk of the vintage flower work I have seen.
That work has been brought to my classes from private collections.
Much of the ribbon work is small and intimate. It can be framed or
made into sachets or pillows. Vintage hats adorn “boudoirs.” The old
ribbon-work pieces, found tucked away, find new homes within the
family. There is always someone who wants and will appreciate a
cluster of velvet pansies or a spray of silk-petaled rosebuds. They

are simply too beautiful to resist. There is a universal love of flowers
that cuts across the ages. They are never out of style. They never

lose their allure.

—adapted from
The Artful Ribbon, by Candace Kling

Our editors discovered
this hand-stitched
crepe silk dress hat in
a museum collection,
and although nothing
is known about its
maker, owner, or
history, there is much
to learn from the
object itself. The three
ruched flowers on the
crown and the folded
leaves on the brim are
sill; around the gray
velveteen flower

centers are clusters

of stamens. The brim
border and lining are
pink and gray taffeta.

Courtesy of the Estes Park Area
Historical Musewm, Fstes Park,
Colorado. Gift of Mrs. Lon
Canaly. Photographs by

Joe Coca.




ilk-Flower Summer Bonnet to Make

DE

MATERIALS

45-inch (114.3-em) Itght- to medium-weight fabric, 1/4 yard (22.9 cm) each of 3
colors for the flowers and 1/2 yard (45.7 em) of | color for the leaves. (Candace
used douppioni silk fabric.)
1//2-inch (3.8-cm) velvet ribbon, 1/2 yard (45.7 cm)

Stamens, about 180
Sewing thread to match your fabric
Crmohne or lightweight buckram, 1 /4 yard (22.9 cm)
Long darning needle, size 7
Polyester fiber stuffing, about | ounce (28 g)
~ Straw hat
Sewing thread to match the hat
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SIGNED BY CANDAC

'E KLING

RUFFLING TECHNIQUE

popular at the turn of the

century shapes the petals of
the silk flowers that adorn this hat.

RurrLE-EDGED FLOWER

Gt S rectangles of fabric, each 82
inches (21.6 cm) wide (across the grain)
and 6%2 inches (16.5 cm) long (with the
grain). Thread your sewing machine with
matching thread. Set a long stitch length
(about 6 stitches per inch [2.5 ecm]) and
loosen the upper thread tension slightly.
Back-stitch at the beginning of each row
of stitching.

With the wrong side of the fabric fac-
ing up, fold 1/2 inch (1.3 em) of one of
the long edges to the wrong side. Stitch
1/4 inch (6 mm) from the folded edge
(Figure 1). Open the fabric and fold it
1/2 inch (1.3 em) from the first line of
stitching. Stitch 1/4 inch (6 mm) from
the folded edge (Figure 2). Repeat until
there are 4 stitched folds.

Gather the four bobbin threads and
draw them up simultaneously, making
ruffles of the stitched tucks (Figure 3).
Continue until the ruffled portion of the
petal measures 2 inches (5.1 em) across.
Fasten off each row of stitching. Make §
petals for each flower.

Cut a circle of crinoline 6 inches (15.2
cm) in diameter. Mark the center of the
Circ[e ilrl.d Spﬂce 5 mﬂrks Equall)’ ﬂrﬂ)unL{
the perimeter. Place the ruffled end of
the petal so that the outermost ruffle is
even with the edge of the circle and the
raw edge turned under. Point the oppo-
site end toward the center. Center the
ruffle on one of the perimeter marks.
Tack the ruffled fabric to the edge of the
circle, making stitches in the folds of the
fabric where they will not show. Tack the
remaining petals evenly around the circle.



Fold the inside edge of each petal into
4 to 5 large knife pleats. Tack the pleats
to the center of the crinoline. Overlap
adjacent petals at the sides. Stuff each
petal very lightly with polyester stuffing
between the unruffled fabric and the
crinoline.

Arrange about 60 stamens like the
spokes of a wheel and tack them to a cir-
cle of crinoline 1/2 inch (1.3 ¢m) in di-
ameter. Tack the crinoline and stamens to
the center of the flower. Tie a knot at one
end of the velvet ribbon, pushing the
knot toward the end as you pull it tight.
Cut the ribbon tails close to the knot.
Tack the knot to the center of the flower
with raw edges under, so that the knot
covers the stamens where they are tacked
to the crinoline. Trim the excess crinoline
from behind the flower.

FOLDED LEAVES

Cut a strip of fabric 2Y2 X 36 inches
(6.4 X 91.4 cm). Fold the fabric in half

lengthwise and press. Open the fabric,
fold both long edges to the inside, fold

the strip again on the first fold line, and
press. Using the leaf template as a guide,
fold the fabric strip back and forth with
the folded-under edges facing the tip of
the leaf. Pin, then stitch the layers of fab-
ric together through the middle of the
leaf.

Cut a bias strip of fabric 12 X 18
inches (3.8 X 45.7 cm). Fold the strip in
half lengthwise and press. Beginning at
one end of the strip, fold a small wedge
at the end of the strip (Figure 4). Make 2
more tight folds, then roll the strip into a
tight spiral tube with the folded edge of
the strip facing toward the tip. Tack the
spiral stem over the center of the leaf so
that the tip of the stem protrudes 1/4
inch (6 mm) past the tip of the leaf, cov-
ering the beginning and end of the leaf.

Arrange the flowers and leaves on the
hat. Tack them in place. <

Asout tHE Author. Candace Kling is a de-
signer, teacher, textile bistorian, and artist with
a passion for ribbonwork and fabric embellish-
ments. She is the author of The Artful Rib-
bon (Lafayette, California: C&T, 1996)
(see page 69).

1997

Figure 3

Leaf Template. Enlarge to 200%.
(May be photocopied for personal use.)
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THREE-TIERED SACHET

Cut the 2-inch (S.I-cm) pale lemon
ribbon in half crosswise. Fold one piece
of ribbon in half crosswise, right sides to-
gether. Machine-stitch the raw edges to-
gether with a 1/4-inch (6-mm) seam.
Turn the ribbon right side out and press
the folded seam flac. Whip-stitch the
selvedges together along one side. Lightly
fill the sachet and whip-stitch the open
side. Make two more sachets.

Wrap the sachets together crosswise
and lengthwise with 2 pieces of 1/4-inch
(6-mm) ribbon. Tack the ends together at
center top.

Make 2 five-petaled flowers, 3 four-
petaled flowers, and 4 leaves. Assemble
the flowers and leaves in a cluster on a
piece of crinoline and stitch them in
place, hiding the stitches in the folds of
the ribbon. Clip the excess crinoline close
to the stitches. Tack 6 to 8 tails, trimmed
on the diagonal, made from 1/4-inch (6-
mm) ribbon over the raw ends of the
wrapping ribbons. Tack the flower cluster

over the raw ends of the tails.

' .1 ;:; ";:;;h G 1‘:53;;::
Scented Silk Ribbon ( )
Sachets to Make

DESIGNED BY CANDACE KLING

(1 8 m) each yeﬂow and
~cm) satm nbbcm, 8:

RAPPED AND BERIBBONED like gifts, perfumed silk
ribbon sachets delight all the senses. Vintage sachets from the
1920s, shown at top, were models for Candace Kling’s new sachets,

bottom. Candace used polyester satin ribbon for the sachets and dycd

silk ribbon for the embellishments.
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SQUARE SACHET

With right sides together,
machine-stitch the pieces of 2-
inch (5.1-cm) ribbon together
along one side, 1/8 inch (3
mm) from the selvedges. Press
the seam open. Fold the rib-
bons crosswise, right sides to-
gether. Stitch the raw edges
with a 1/4-inch (6-mm) seam.
Turn the ribbons right side out
and whip-stitch them together
along one side. Lightly fill the
sachet and whip-stitch the open
side,

Wrap  the sachet with
lengths of yellow and lemon
ribbon lying side by side over
the central seam. Tack the rib-
bon ends together at center
front. Make 4 extra knotted
tails about 4 inches (10 cm)
long from the yellow and
lemon ribbons and set them
aside,

Make a knotted pom-pom
from the remaining yellow and
lemon ribbons. Tack the fin-
ished pom-pom and extra
tails, trimmed on the diagonal,
to a piece of crinoline. Trim
the crinoline close to the
stitches. Tack the pom-pom
over the ends of the wrapping
ribbons. %

SUPPLIERS

Lacis, 2982 Adeline Ave., Berkeley,
CA 94703. (510) 843-7178.
Ruban et Fleur, 8655 Sepulveda
Blvd., Westchester, CA 900435,
(310) 641-3466.

Things Japanese, 9805 NE [16th
St., Kirkland, WA 98034.
(200) 821-2287.
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BY DEBORAH PULLIAM

ONDON’'S COLORFUL PEARLIES
have been in existence more than
100 years. Their tradition of deco-
rating clothing with pearl buttons began in Lon-
don in 1880. The trend spread so quickly that the
word “pearly,” defined as “clothing covered with
peatls,” was included in the 1886 edition of the
Oxford English Dictionary, Pear]l buttons were so

fashionable as fasteners and decoration for Vic-
torian clothing (in the fashionable West End as
well as the working-class East End) that in 1890,
London alone had 200 factories producing pearl
buttons from local shellfish.

The very first Pearly was a street sweeper in
Somerstown, an area of London just north of

Because the costers deeply distrusted govern-
ment and couldn't look to the authorities for
help, they began to meet in secret to elect leaders,
or kings. These men were chosen for the same
qualities that characterized the ideal coster: physi-
cal strength, quick wit, loyalty to family and
friends, and strong personality. The kings were
perceived as nearly invincible by their “people,” as

they stood up for them when no one else would.

The kings were responsible for saving other
costers from the cruelties of the workhouse, or
worse, the indignity of being buried "by the
parish.” No matter how poor a coster might have
been in life, his mates would ensure that he had a

fine funeral.

Bloomsbury, around St. Pancras railroad station.

A diminutive man, shorter than his broom,
Henry Croft covered his entire coat with pearl
buttons, apparently inspired by a music hall per-
former who had covered his with brass buttons,

Croft’s many friends around St. Pancras great-
ly admired his new look and began to imitate it.
He was elected the first Pearly king of Somers-
town, and on one of his coats the inscription
“World King of the Pearlies” was spelled out in
pearl buttons.

THE COSTERS

The Pearlies were born out of London’s long
but now disappearing tradition of costers—street
vendors of produce. The word “coster” is derived
from “costard monger,” which means literally
“apple seller,” named for a variety of large baking
apple. The middle and upper classes usually
bought their produce in shops, but the very poor
were not allowed in. By the mid-nineteenth cen-
tury, London had an estimated 30,000 costers
crying their wares in the poor areas of town. The
Irish potato famine (1845-1849) brought in
many more costers—Irish immigrants in search
of a livelthood—and turf wars began to erupt in
this highly competitive world.

To raise money for the funeral and to help the
dead man’s family, the costers provided musical
concerts and vaudeville-style entertainment in
pubs. The costers felt that it is proper to offer
entertainment when asking for donations. It was
a point of honor for all enemies to attend and
make an extra-large contribution, as the costers
believed that death ends all feuds.

The costers’ tradition of raising money to help
one another carried into public life. During the
1850s, Florence Nightingale (1820—1910) had
turned nursing into a respectable profession for
women (until then, nurses had been mostly beg-
gars and prostitutes ), and hospitals were built by
churches and charities to serve the poor. To sup-
port these efforts to provide health care for the
poor, which until then had been virtually non-
existent, the costers helped to raise money for the
hospitals’ operation—which gave them yet anoth-
er occasion to dress up and play music while
“taking the basin round.”

Inspired by Henry Croft’s example, the coster
kings soon became known as the Pearly kings.
Clothes covered with pear] buttons made the
flamboyant characters even more noticeable in the
street when they sang, danced, and asked for con-
tributions. At the height of their popularity, there
was a Pearly king (with his Pearly queen wife, of

1997 JULY/AUGUST

Clockwise from
upper left:

A Pearly family,
setting out.

The Pearlies love
adding pins,
ribbons, medals,
brooches, and other
decorative details
to their costume.
This man is wearing
a ribbon that
commemorates a
1933 carnival.

The status of this
Pearly king is
spelled out in
buttons on the
edges of his jacket:
“Original Coster-
king of Finsbury.”
Finsbury is an area
of London. His
outfit is decorated
in smother style—
literally smothered
with buttons.

Ostrich-feather
hats, fashionable
during the Victorian
era, became a per-
manent element of
the Pearly queens’
costume, still worn
today.

From the Hulton Deutsch
Collection. € ,'owm:«,l of

Corbis,
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In 1951, the Pearlies
helped raise money to
fix and reinstall Bow
Bells, the bells of St.
Mary LeBow, which

were damaged during
World War Il (only a
person born within
the sound of Bow
Bells is a true
cockney). After the
rededication service,
the Pearlies headed
down to Mansion
House, by horse-
drawn wagon, to have
tea with the Lord
Mayor.

From the Hulton Deutsch
Collection. Courtesy of Corbis,
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course) for every one of London’s 281 boroughs.
These were true dynasties, as the children were

raised to participate in Pearly activities and dress

and take over for their parents.

PEARLY COSTUME

Henry Croft’s original suit (pants, coat, and
vest) was decorated in the “smother” style—it
was truly smothered in buttons; scarcely a bit of
brown wool showed. Not surprisingly, it weighed
neatly 70 pounds (31.8 kg) and was quite stiff.
Croft managed to collect some £5,000 (equiva-
lent to well over $250,000 by today’s standards)
in his lifetime, primarily for orphans and orphan-
ages—a phenomenal amount, especially consider-
ing that it was collected in small change.

Most of the other Pearlies used their buttons,
which they called “flashies,” to border the pockets
and lapels of their jackets and waistcoats. Pearl
buttons were also used on pant legs, women’s
bodices and skirts, and caps and hats, often in
large bold patterns that identified the status of the
Pearly kings and queens in the community.

Although no Pearly ever copied the patterns of
another exactly, some designs were very popular:
for good luck (horseshoes, crosses, the four suits
of cards); fertility (stars, moons, suns, flowers);
magic (lozenge or eye of God, flying birds, cross-
es, anchors, hearts); circles (representing the sun,
a wheel of fortune, coins, Big Ben’s face). “Red
bugs” were tiny beadlike buttons, often used on a
man’s cap, that matched the red kerchief, known
as a Kingsman, that he wore tied at the neck.

The women'’s dress in particular became codi-
fied about the turn of the century, with the then-
fashionable huge cartwheel hats with ostrich
feathers (the more, the better), tight-waisted jack-
ets, and long skirts, which the Peatlies still wear
today. Men'’s clothing was less stylized but usually
included a three-piece suit (usually third- or
fourthhand) and a cloth cap with a stiff brim.

The clothing, obviously a source of great
pride, was expensive to make and maintain. The
brittle and well-worn buttons, meticulously sewn
with tripled waxed buttonhole thread, inevitably
chipped and broke (and were often pulled off by
bystanders, who felt they brought good luck).

JULY/AUGUST 1997

Eventually, the garment itself might need replac-
ing, although costumes were carefully handed
down from generation to generation whenever
possible. The cost of real pearl buttons, never
cheap, skyrocketed after World War I, but the
Pearlies hated using imitation buttons, which

lacked the “flash” of real pearls.

PeARLIES TODAY

The two world wars led to a decline in the
number of Pearlies. Many of the neighborhoods,
which had been important territories, had been
destroyed by bombs or gentrification; many fami-
lies moved our to the suburbs.

Today, there are still about 100 Pearly men,
women, and children, according to Pam Harman,
secretary of The Original Pearly Kings and
Queens Association and the daughter and sister
of Pearlies. Although Pearlies never believed in
organized religion (or anything else that smacked
of authority), they had a special affinity for the
traditional harvest festival of the Church of En-
gland. To this day, their greatest excuse for show-
ing off their finery en masse is the annual harvest
festival service held at “their” church, St. Martin-
in-the-Fields in Trafalgar Square. The group
meets monthly to organize fund-raising events.

“The tradition hasn't changed, although we do
wear our skirts a bit shorter!” Harman says. Her
granddaughter will soon be taking over her great-
grandfather’s title.

In addition to the October service at St. Mar-
tin-in-the-Fields, the group also holds memorial
services, like the one held in May 1997 for Henry
Croft (circa 1860-1930) and other “past
Pearlies.” They also travel around the world, act-
ing as official and unofficial ambassadors for
London. Whatever they collect goes into the
fund, to be distributed at the end of each year.
Just as when the costers and Henry Croft first
began sewing on pearl buttons, the Pearlies’ work
today is all volunteer and all for charity. <

Agout THE Autior. Deborah Pulliam of Castine, Maine, is
a freelance bistorian and writer with a special interest in
early textiles and ffotf:ing.



THE PATTERNED

KUBA CLOTH

Above: Both men
and women make
and wear the tradi-
tional skirts. Bope
Mingashanga and
his wives, Mushenge
village, 1989.

Phot by Elisabeth L.

Cameron.

At left: Pieced
panels of woven
raffia, embellished
with cut-pile and
flat embroidery.

From the co

ELISABETH 5§ AMERON AND ANN SVENSON PERLMAN

HE KUBA PEOPLE of Zaire, Africa, formerly the Belgian Congo, live in the fertile lands
between the Kasai and Sankuru Rivers. The Kuba kingdom consists of a confederation of
different peoples—some scholars count as many as twenty-five—each with a history,
language. and identity of its own. The Kuba have a sophisticated vocabulary of elaborate decorative
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CUT-PILE EMBROIDERY

Kuba man and his
son piecing a
patchwork man’s
skirt, Makeshi
village, 1989.

Photograph by
Elisabeth L. Cameron

PIECEWORK

FLAT EMBROIDERY

R

< Stitches are secured be- EE
tween intersecting warp and = 5
weft strands. The threads are ;
then clipped to produce a
short dense pile. The stitch is
not visible on the reverse side
of the fabric.

patterns, found in architecture, basketry, carvings,

as well as in their embroidered and appliquéd raf-
fia textiles. The raffia cloths are simultaneously
bold and intricate, dramatic and subdued, irregu-
lar and ordered, asymmetrical and balanced. All
are visually engaging and full of surprises.

Many different peoples throughout Central
Africa have produced raffia textiles. When the
Portuguese arrived at the mouth of the Zaire
River in the late fifteenth century, they reported
that the peoples there made raffia textiles similar
in quality to European brocades and linens.
Today, the Kuba are among the few that still
maintain an active raffia textile tradition.

The Kuba tell a story about Shaam aMbul
alNgoong, a sixteenth-century Kuba king, who
traveled widely to the west, to the same area that
the Portuguese visited, and brought back the raf-
fia weaving technique to his people. Later, a
woman, trying to capture his attention, secretly
embroidered patterns onto a raffia skirt. When
she wore it at a royal dance, the king was captivat-
ed by her. According to the story, all women
since have decorated their textiles.
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OPENWORK EMBROIDERY
<C(Flat embroidery is made S L SEe
with a stem or blanket stitch. T

In stem stitch, the thread
passes between intersecting
fabric threads between
stitches instead of across the
back of the fabric.

Before the arrival of European trade cloth, raf-
fia textiles were worn daily. Today, the Kuba wear
clothing made from imported cotton fabrics, but
continue to wear rafha cloth skirts for ceremonial
events and festive occasions. When important
people in the community die, their bodies are
wrapped in raffia cloth for burial. Since the be-
ginning of the twentieth century, there has also
been an active tourist and collector’s market for
Kuba raffia textiles. The textiles from the various
Kuba groups differ slightly and can be distin-
guished by an expert. They may vary in the num-
ber of fibers per inch, the shade and texture of
the base cloth, the embellishment and finish of
the cloth, and the craftsmanship.

MAKING THE CLOTH

Kuba cloth is woven from fiber from the raffia
palm. Tasks such as gathering the fiber, preparing
it, weaving it (usually in plain weave), dyeing the
embroidery fibers, and embellishing the cloth are
assigned according to gender. The male weaver
and his apprentices collect the fibers, stripping
them off the palm leat by hand. They weave the
still-green fibers on a single-heddle loom, which
leans toward the weaver at a forty-five-degree
angle to the ground. The finished textile, a square
piece of fabric with raw edges on all four sides,
can be no longer or wider than an individual
leaf—usually about 1 yard (I m) square. Individ-
ual weft fibers are laid in alternating sheds with
several inches of excess fiber extending on each
side. An excellent weaver can produce from ten to
fifteen squares a day.

When a woven square is complete, a woman
usually softens it by wadding the cloth into a
small ball, placing it in a mortar, adding hot
water, and pounding it until the cloth is soft and
pliable. She usually works at dawn so as not to
interfere with the rest of her daily tasks. The



APPLIQUE BLANKET STITCH
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cloth is then put out to dry. The women will use
appliqué techniques to cover any holes created in
the cloth during the pounding. The dried cloths
are distributed among the men and the women.
Any cloths that will be dyed are dyed now.

DYEING

The dyeing of raffia fibers and
woven panels is a large part of the
Kuba textile tradition. Dyes for
the cloth and thread include or-

ange, yellow, red, brown, black,
and purple. They come from nat-
ural and synthetic sources (such
as mimeograph ink, ball-point
pen ink, and pounded carbon
paper).

Dyeing is also a technique of
patterning. The panels are usual-
ly stitched together first and pat-
terned as a whole with a variety
of traditional tie-dye resist meth-
ods, so that natural-raffia-colored
patterns are set on a colored
ground.

PATTERNING

The patterning of the cloth is
very important. Common to all
the Kuba arts, including the em-
broidered cloth, is a standardized
design system called buina. Each
design in the system is recognized
and named. Some names, such as
“C}'lal‘nelt‘()n” or ”dust,” for exam-
ple, are given according to the ap-
pearance of the design, as a way
to remember it. The exact num-
ber of designs continually varies

as new patterns are created and old ones forgot-
ten. Creativity is often honored by naming the
design after its creator. An artist may carefully
follow the established design but use the ground
between design elements to explore his or her
own creativity.

Although the design system may have originat-
ed with weavers, the Kuba generally do not create
patterns with the weave structure (although a few

Cloth embellished with flat embroidery. Inset: The stitches are not visible on the reverse side of the fabric.
From the collection of the Dowglas Dawson Gallery, Chicago. Photograph by Joe Coca.



Detail of a woman's
skirt made of
bark cloth.

Photograph by
Elisabeth L. Cameron.

Detail of appliquéd
(top) and tie-dyed
fabric (bottom).

Photograph by
Elisabeth 1. Cameron.

examples exist). Instead, they employ four basic
techniques of patterning woven cloth: dyeing, em-
broidery, appliqué, and patchwork. The artist
does not draw the pattern onto the fabric but
simply creates the design while working from one
edge of the cloth to the other. All the techniques
are executed with great skill; beautiful stitches
and meticulous workmanship are highly regarded
among the Kuba.

EMBROIDERY

There are three types of embroidery among
Kuba textiles: cut-pile embroidery, flat embroi-
dery, and openwork embroidery.

To create a cut—pile embroidery, raffia fiber is
stitched with a needle under one warp or weft of
the base cloth and then trimmed close to the top
surface of the fabric with a small knife. The cut
stitches create individual tufts on the surface of
the fabric. No knot is used; the stitches are held
in place by the cross of warp and weft in the base
cloth. From the back, the embroidered fibers are
nearly hidden, and only a shadow of the pattern
is visible. Cloths in which the entire surface is
patterned in cut-pile embroidery—generally
made for the tourist trade—Ilook like velvet or

velour, and have been referred to as “Kasai Vel-
vets” or “Kuba Velours.” Modern versions may
incorporate messages of a personal or political
nature spelled out with the tufting,

Flat embroideries, embellished with parallel
rows of stem or blanket stitch, are patterned simi-
larly to the pile cloths. This technique is used to
pattern cloths for the Kuba'’s own use as well as
for the tourist market.

Openwork decorates cloths made exclusively
for indigenous use. Pattern is created by selective-
ly removing warp or weft fibers of the ground
cloth to create holes or open spaces, which are
often narrow and rectangular. The artist then em-
broiders around and through these openings to
embellish and distort the weave, leaving a zigzag
pattern within the holes. Buttonhole stitch may
also be used, creating small circular, or “wagon
wheel,” patterns.

APPLIQUE

Appliqué is used to embellish women’s skirts.
Small rafha pattern elements are stitched to larger
raffia ground cloths. The raw edges of the ap-
pliqué pieces are turned under, and the pieces are
secured to the ground cloth with single or double
rows of blanket stitch. Often, a
few pieces of commercially woven
or printed fabric may also be
appliquéd to the raffia ground.

In an interesting variation,
skirts
bellished with a technique sim-

some men’s are  em-

ilar to reverse or cut-away
appliqué. Areas of the ground
cloth are cut away, creating a
bold pattern of holes. They are
patched with slightly larger
pieces of raffia in a contrasting
color. The raw edges of the
patch and ground fabric are
turned under. The patch 1s
placed either on top of or un-
derneath the hole, raw edges to-
gether, arld SeCLlred V\’lth blanket
stitch. The turned-under raw

edge of the ground fabric 1s



stitched to the patch on the reverse side. Each
side of the cloth shows the patched pattern ele-
ments, the ground cloth, and the blanket stitch.

PATCHWORK

The patchwork technique is found only on
men’s skirts. Elaborate checkered cloths of alter-
nating squares of dyed and undyed rafhia or light
and dark shades are joined together with an inter-
locking hem (similar to a flac-fell seam) and blan-
ket stitch.

Another variation on Kuba patchwork textiles
are cloths made by seaming together small tri-
angles of pounded bark in alternating shades.
Generally, bark-cloth patchwork appears on the
central field of a cloth that will have a border fab-
ric of embroidered raffia. Bark-cloth overskirts,
worn by either men or women, are considered an
archaic textile; few are still being made as they are
difficult to construct and uncomfortable to wear.

FINISHING

Kuba cloths are often embellished with a vari-
ety of combined techniques. Patchwork borders
may surround central panels of openwork em-
broidery. Flat embroidery stitches may outline
patterns filled with cut-pile embroidery. A tie-
dyed panel may be joined to an appliqué panel.

Meticulous finishing adds additional decora-
tion, made with stem stitch, variations of blanket
stitch, fringe (thick or thin, twisted or tied), raffia
pom-poms or cowrie shells around the selvedges,
and edgings of red wool or other commercial fab-
ric. Some women’s skirts have a tightly bound
edge that forms ripples around the pertmeter.

THE SKIRTS

Men's and women’s skirts are made by joining
the embellished panels of woven cloth. Men and
women construct their own skirts. Men'’s skirts can
be longer than 30 feet (9.1 m); women’s skirts are
generally 25 feet (7.6 m) long. The skirts are worn
differently. A man’s skirt (mapele) is wound once be-
hind him, then the remaining fabric is pulled
through a belt at his waist so that pleats fall in

front of him over the belt to create a dense ruffle.

A woman's skirt (ncak) is wrapped several times
around the woman'’s body, layer over layer, creat-
ing a voluminous effect. She may also wear a
short overskirt, called ncak a buin or design skirt,
which is often decorated with geometric patterns
and is a sign of wealth and status.

Several women work together to make their
long skirts. Usually one woman designs the entire
skirt, deciding on the general patterns and colors
to be used and coordinating the production. She
assigns panels to women in her clan according to
their skill with the needle. When the individual
panels are finished, they are returned to her for

assembly.

AN ONGOING TRADITION

Although many of the ratfia textile traditions
of Central Africa have fallen by the wayside, ratfia
cloth skirts are still created and worn by the
Kuba. Many Kuba peoplcs believe that their easy
passage to the afterworld 1s dependent on being
buried in wadivonal dress. The skirts and tche
small plush squares are also sources of income for
many families. As long as these two motivating
facrors remain, the making of Kuba rexriles will

continue to be a thriving tradition. %

ABOUT THE AUTHORS. Elisabeth L. Cameron is visiting
assistant professor in the art history department of the
University of California, Los Angeles (UCLA), and visit-
ing curator at UCLA Fowler Museum of Cultural H istory.
Ann Svenson Perlman is a textile conservator in private

practice, working in Hawaii and California. The illus-

trations of Kuba cloth techniques were developed with the

assistance of Leisa ReFalo of Colorado Springs, Colorado.
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Models in the Mind

AFRICAN Influenees
on AMERICAN Wuilts

NSLAVED AFRICANS were the largcst group of non—Eng[ish-spcaking mi-
grants to enter the North American colonies before the American Revolu-
tion. They were continuously brought to America until the mid-nineteenth
ccnrury—chieﬂy from the former Kongo territories, Angola, and West Africa,
areas that had highly dcvc[oped textile traditions, including Patchwork and
qui]ting. These C]t'splanted people were almost never in a position to set up their
traditional textile production in the New World, but they were able to bring
their knowledge, skills, and aesthetic standards, carried as models in the mind.
As no records were kept during the years of slavery of the origins of quilt
patterns or the distribution or popularity of quilt making, this activity among
enslaved African-Americans might easily have become historically invisible. In

the 1930s, however, a federal Works Progress Administration (WPA) project

underwrote the interviewing of thousands of former slaves. Published in a

Strip, pieced by Rosie Lee Tompkins, 1983, forty-two—volume work called The American Slave: A Composite Autobiography, these
Quilted by Willia Ette Graham, 1985. testimonies, collectively, depict the context in which late antebellum African-
Photograph by Skaron Risedorph. Courtesy of Eli Leon. Al’n(‘l’icﬂﬂ (.11.][.11' making tOOk PIF{CC’.

A WHolLE Lot ofF QuiLTinG Going ON

Kuba ceremonial skirt of bark Although the WPA interviewers made no inquiries speciﬁca”}' about qui]t
cloth and raffia. Detail. making, the many casual references to quilts by the former slaves give us a sense
Photograph courtesy of the

of the need for and importance of these bcdcoverings in the late P:‘e~(jivil War

black South:

Department of Antbropology, Smithsonian Institution,

Grandma used to piece up a heap of quilts out of our old clothes and any kind of scraps she
rom’a'gfr a hold of. (Martha Colquitt, Athens, Georgia)

We had f’ig times at the quifrings and btg eatin’ r_.'fffrwards. T]in\' would make two qm'hs a
night and they were nice quilts too with hems and everything. The Nine-Patch pattern was a
beauty, with little squares no bigger than your thumb nail, (Lizzie Fant Brown, Mississippi)

As hit took a heap o kiver [cover] deve was a lot ob gquiltin’ voin’ on. (Manda Edmondson,
L J F &

Mississippi)

Many of the former slaves interviewed by the WPA had African-born pat-
ents. Newl}f enslaved Africans in America, integrated into extended families
“’]‘lOS(‘ 11101'.'!'1'3(’1'5 ;llt‘e;ld}’ kl‘l(’“’ 1'10\'\-’ to rl1n[((’ qlliltCL{ ]J(’a.‘lf()\’(‘l‘il‘!gs. ‘(V()U]CI ]'1'1‘\1‘
learned the new craft from their contemporaries, naturally bringing to it their
aesthetic prefcrences. and thereby, per[‘mps, ﬁ)rtifying their New World families
with relatively unadulterated infusions of African culture.

African-Americans maintained traditional African values in many areas of

their lives. Slaves may have found, in qui]ting. a means for expression of African

skills. Deep-rooted cultural and aesthetic values of enduring importance might

have been retained and transformed in the African-American quilt.
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Framed Improvisational Block, pieced by Rosie Lee Tompkins, 1985. Quilted by Willia Ette Graham, 1985.
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Nine Patch Strip, by
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Maudra Walker.
Date unknown.

Photograpk by
Sharon Risedorph

Courtesy of Eli Leon

PIECEWORK

AFRICAN AND AMERICAN PATCHWORK

Strip-woven African cloth bears a structural
resemblance to similarly assembled African-
American strip quilts. Patchwork, however, may
have taken a more direct route from Africa to
America. African patchwork still done as part of
enduring traditions, notably in ritual costumes
and particularly in the ceremonial skirts of the
Kuba of Zaire, exhibits elements of design and
organization found in American quilts, particu-
larly those of Afro-traditional quilt makers.
(“Afro-traditional” refers to those African-Amer-
ican quilts that depart from Euro-American stan-
dards but conform to those of a broad spectrum
of African cultures.)

STRIP CONSTRUCTION AND

BLock-STYLE QUILT MAKING

The Kuba assemble strips of alternating dark
and light rectilinear patches ranging from more
or less uniform to quite variable in shapc. Some-
times they organize these strips or other arrange-
ments of patterncd patchwork into blocks [thc
JULY /

AUGUST 1997

square or rectangu]ar block of pit‘ccd fabric 1s the
unit of design for many American patchwnrk
quilts). Such patterns might vary from regular to
highly irregular. This range of options also ap-
pears in American quilts; African-American
patchwork, in particular, embraces both the more
and the less regular forms.

Kuba raffia embroideries also evidence an im-
provisational license. Motifs may include irregu-
larly framed squares, for example, which may be
arranged in strips, vary in size and number, elon-
gate into rectangles, or split along the diagonal.

Strips of irregular rectangles, reminiscent of a
nineteenth-century patchwork Kuba skirt (shown
on page 34), are basic to the work of contempo-
rary African-American quilt maker Rosie Lee
Tompkins. In her strip quilt, shown on page 34,
rows of alternating red and black rectangles run
the full length of the quilt—with improvisational
exceptions. But T()mpkins sometimes organizes
short strips into patterned blocks, as in her quilt
shown on page 35, in which multifaceted impro-
visational variations abound, as they do in Kuba
embroideries.
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Roman Stripe,
pieced by Rose R.
McDowell, 1990.
Quilted by Willia
Ette Graham and
Johnnie A. Wade,

- 1990.

Photopraph by Skaron
Risedorph, Cowrtesy of
Eli Leon
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The art historian and anthropologist Monni
Adams has observed: “Kuba women use neither
sample patterns nor sketches on the cloth; they
are working from models in their minds.” Car-
ried in memory—transmitted from generation to
generation without printed instructions—patch-
work aesthetics and technology thus had the po-
tential, even under the extreme adversity of the
African-American experience, to survive the At-
lantic crossing and thrive on this continent.
Tompkins, for example, had no knowledge of
African patchwork, but her mother pieced strips
of irregular rectangles into blocks for the quilts
that Tompkins helped make when she was grow-
ing up in rural eastern Arkansas. The improvisa-
tional forms that permeate African-American
culture—from music and dance to all aspects of
design—were also a likely source of influence.

THE NINE-PATCH

The Nine-Patch, perhaps the most common
American patchwork pattern, also figures promi-
nently in African surface design, and is found in
the embroidery and engravings of the Kuba, for
whom nine is a sacred number.

In Afro-traditional patchwork, Nine-Patch
blocks may be featured in a prominent medallion,
assembled into strip modules, as in the quilt by
Maudra Walker, page 36, or presented in an over-
all repeated-block format. In a medallion quilt by
Bessie Moore (Models in the Mind, page 25), the
central Nine-Patch is set into the quilt in the
style of African medallion textiles, in which spe-
cial strips are used to create the central decorative
focus. This correspondence between African and
African-American formats is of particular interest
because, in contrast, English and American
medallion-style quilts generally employ a Log
Cabin-like arrangement of progressive borders
around the central medallion.

THE ROMAN STRIPE

The Roman Stripe, in which strips of fabric
are assembled into blocks that are rotated ninety
degrees as they are set together, is another famil-
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iar American patchwork pattern that is also used
in block format in Kuba patchwork. It is popular
in Afro-traditional quilts. In her quilt, shown on
page 37, Rose R. McDowell devised a variation
in which the blocks are rotated within—but not
between—strips, experimenting with a rendition
of the design in which small squares are set at the
ends of some of the stripes.

The Kuba also used the Half Square, Hour-
glass, and Log Cabin patterns as repeating patch-
work blocks. In the absence of evidence to the
contrary, students of African-American quilt
making often assumed that American block pat-
terns, including basics like the Nine-Patch and
the Log Cabin, were chiefly European-derived.
Now that a small sample of antique African
patchwork and a body of contemporary African-
American quilts conforming to African standards
have surfaced, assumptions of European deriva-
tion are up for reevaluation.

The proliferation of patchwork patterns in
America emerged in a world peopled by blacks
and whites together. The origin of the repeated-
block style is one of the great mysteries in Ameri-
can quilt making. Considering the similarities be-
tween African design and American patchwork,
African textile traditions must be looked to as
possible sources of these patterns as well as of
this distinctly American quilt-making style.

Adapted from the published writings and symposium papers
of Eli Leon with his permission. Leon is a scholar of
African-American quilts and the author of many exhibition
catalogs and articles, including Who'd a Thought It:
Improvisation in African-American Quiltmaking
(San Francisco: San Francisco Craft and Folk Art Museum,
1988) and Models in the Mind: African Proto-
types in American Patchwork (North Carolina: The
Diggs Gallery and Winston-Salem  State  University,
1992).

The quilts of Rosie Lee Tompkins are on exhibit from
June 4 through August 10 at the Berkeley Art Museum of
the University of California. A catalog, with introductory
essays by Larry Rinder and Eli Leon, is available. For more
information, contact Stephanie Cannizzo, (510) 643-
8584.



SOUTHERN QUILT TRADITIONS
z'n(NEW 1{)1’]@ Clt))

BY SEAN GALVIN

ST
|ITL

ANNIE ROBERTS CHANEY is happy
onl),r when she is quilting. Virginia Hall is
worried that she will never live long
enough to realize all the quilts she would like to
create. Neighbors Eunice Morgan and Vivian
Evans meet regulurly to talk as they work to-
gether on their latest quilt creations. On any
given day, Mollie Rieves, Mary Ruffin, Georgia
Clark, Trannie Mae Cooper, and a host of other
talented New York women can be found piecing
tops, discussing patterns, and quilting at home,
alone, or working in small groups of friends.
\"irgini;l Hall Lt‘(t‘l]tl)’ formed the Southern
African-American Quilters, a group of mostly re-
tired women quilters who meet twice a month at
the public library in Brooklyn, New York, to
work together, gossip, and exchange ideas.
These women, born of southern families, rep-
resent the ideas, techniques, and styles that char-

acterize generations of traditional southern

African-American quilters. They make quilts like
the ones their mothers and grandmothers made.
As children watching and participating, as young
adults ﬂlshioning their own creations, and now as
retirees teaching new quilters, these women have
spent their lifetimes improvising on patterns that
they saw their mothers create. They have wit-
nessed eight decades of changes in fashion, and
yet they persevere in their belief that traditional
patterns and practices are the most enduring.
Virginia Hall, born in Northampton County,
North Carolina, says:
Ob, yes, I still qui[! i 5 ._for one t/:irrg its a quietning fo
the mind, it’s a therapy, it’s a joy. There’s a lot of peace in
quiltmaking. You can sit down and make the many pat-
terns rbarform m your mind, . . . It’s sorrrm’)irrg that
comes from in your own head, your own hands. . . . You
could fnfy sfqﬁ' that sorm’boalv else did . . . but when you
sit down and do it yourself, there’s a whole different

meaning to it.

1997
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Virginia Hall with a
quilt made for her by
her mother, Willard
Lee DeBreaux
(1894-1967) of
Northampton Coun-
ty, North Carolina.
Virginia has made
quilts for her child,
three grandchildren,
and four great-
grandchildren. Circa
1958. Cotton, no
batting. Backing and
edging dyed red with
RIT dye. Top is
pieced by hand and
quilted by machine.
80 x 57 inches
(203.2 x 144.8 cm).

Photograph by Sean Galvin
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MoviHG FROM THE SOUTH

The Scuth that these women grew up in during the
[920k and 19305 was |::||.r1.|n|]|:'|_1—\].1:r' fields, roads, farms,
church, home. This space, and the people who inhabied it
with them, became their community. They shared lives,
food, religion, anecdotes, remedies, and children, As
women living on other people’s farms or sharecropping,
fellowship was determined for them. They had lictle
choice regarding their immediate surroundings. Marriage
did not necessarily guarantee passage out, and the only
work available was in the North, Therefore, these womien
ook the path of greater opportunity. They went Morth.

The Morth that they found. however, was also bound-
ed—by elevated subway tracks, steel bridges, aparement
blocks, and concrete sidewalks. This new space became
their community as they worked, raised their children, and
grew away from their southern upbringing. Through their
quilt making, these women choose to fashion their own
“traditional” community, net unlike that of their parents,
with the spirit of their mothers as their guiding force.

Mar's Flower Raws, by Virginia Hall,
Polyester blend and cotton. %3 x B5 inches (36,2 % 215.% om).

Picigarh by Karen e

Joy 14 THE House

For Virginia Hall, ever since childhood, quilting has al-
ways been centered around stories: the people she meers 1o
-_]ui]r with have scones :Iﬂv}- t::‘h:nge while I.'I1.I'i]l'|5l'l.gr and
each quilt becomes the inhentor of those stories.

My motber | wsed to have quilting bees, where she would have pagple
come guer. (b, mry mother vanld cook wp foad—fry up chicken and
make a cake; and I emfoved those days & bot besanse they were @ lot of
fun, My marber would be telling ber fokes—some of themn T didn's
undersiand—but the ladies did, and they would just be laughing,
and I world be laughing right with them. T didre’t kewe what they
were lauphing abour, bt they werr so vickled, it made e lapgh. You
ko, it was . like @ joy in the bowse!

As a child, Vivian Evans, of Detroit, Michigan, was
“encouraged” to quilt to occupy herself when visiting her
family in Mississippi during the summers:

[ My prandmorber [ told me thar T was gorma make a queils, bue 1

had vo sir there and piece i1, 1 bad to make the guile mryself and de-

eide ot o design, . . Bar before I started, there were several old
ladies and ber sisters thar she wanied me o vieit and ask if they kad
arry seraps Everybody srwed. I would get these sraps, plas 1 veould
talk to them and they would 1ell me stortes—gbost stories and things
hlx}l mnmﬁnﬁ'ﬁ'um the Cawil War, .'rfl}l grandmotber’s alder sister

Aunt _J[u.m:. bad beeii @ slive and she remernbered sfm'n:.: Asid s ghe

wpn.fd' el ame rh.u' :'Jurl‘nfrnf:rr 1.'-1'!:11 the WA u:;irf. and ber -

mts, and who nﬁg wwere and when L!le bad besn Iﬂu!f_‘; pdrried,

Qunt PaTTERHE

Southerners shared similar house tvpes, religious prac-
tices, foods, and rituals or customs, which stimulated the
creation of COMIMUNItY. Likewise thc}' shared |:|ujlt pat-
EErms, TI'lE Mime-Pateh ig ﬂul‘l.'ildi‘f'ﬂd ].'r:|. SOanEé o I.'I-E' i -|.'|um-
tessential southern quilt design. Georgia Clark, a native of
Holland, Virginia, describes her MNine-Parch:

_ﬂx nin:—vaj' Sdudrg [T _Funrm Pt iy rm;l!!l.u' E.nuigh.l e R

ke and s in the sonthern 5:_:;!:. .4r:|__'|= color ame can think ::,ﬁ: in

the queils, becamse it's from garments thar [ made, and T dide's wanr
the seraps o ge bo waste It was pul together vilth the filling tnzide,

.nr:u:lI it B @ r:nm'rﬁr'n:g ru-lla'url_fu:r the bk I'imau#. I then |5|||r'll.'.r|'|I il I!"}'

ﬁ.ﬂrl.d‘_. Bt n‘lfrn'm:; whih vars mat Birgy.

Strip quiles, part af the salvage eraft so famuliar 1o south-
ern households, are also part al these aruses' rt'l.'lETI:l::lirus.
Vivian Evans remembers:

Maat of the ladies just did serips 5 soor of @ Miscissippd srule. My

prandmetber fust ot sirips of celor and would lry tbemn different

warys and fust sew them together:



Georgia Clark at Virginia Hall's home, November 1994.  Photograph by Sedu Galvin.

Nine-Patch, by Georgia Clark. Cotton. 77 x 66 inches (195.6 x 167.6 cm). Phorograpt




Eunice Morgan, from Alberta, Virginia, maintains that
the rationale behind a strip quilt was perhaps more utili-
tarian than artistic:

[Mother] had all kinds of different patterns. She bad some she
called a “Wild Goose Chase;” then she had a “Grandma’s Quilt.”
Grandma’s Quilt was where you put anything in it. A Wild
Goose Chase is made of all different scrap material. You put the
light together and the dark together. Usually it was all from mater-
ial she had saved from making our clothing. That’s how she got the
scraps for it. If they were small scraps, they make small strip
quilts. If they were large ones, they make different things. And
that’s the way they did. They saved them for years.
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“THAT'S WHAT MAKES A QuiLt”

These women came from a strong needlework tradi-
tion—that means handwork. They all resist the idea of
sewing machines as labor-saving devices. Even today, they
might piece the tops with a machine, but only for speed.

Just as their mothers did, these women roll the sides
of the quilt to the middle and work out to the edges
from both sides in a range that includes the reach of
their arms, and then move to the next section. The quilt-
ed pattern forms little arcs or shells. Occasionally, the in-
tricacies of the pieced top are part of the overall quilting

design.



Some of the women read magazines to find
out what the latest trends are. Although they may
look at the quilt show on television and buy a
quilt pattern book, when it comes down to
choice of quilt, materials, or design, they each
feel, as Virginia Hall says, “I prefer originality.”

A quilt design may take its shape from a vari-
ety of sources and impulses: the necessity to use
the scraps of fabrics and colors at hand; the de-
sire to replicate a known design, perhaps for a
gift; or serendipity. Trannie Mae Cooper, from
Timmonsville, South Carolina, says:

I never saw this quilt before T made it. T made that quilt,

and we were looking in the [quilting] book one day and,

lo and behold, we said “Abbbbhb—Ilook!” there that quilt
- 1t goes different ways. I put a border around
the middle of it, and then I did squares on the outside. So,

we really don’t try to copy anything. When I first did

this, I thought about Joseph’s coat. You know, the coat

from the Bible? The coat of many colors? That’s what I

thought about.

Fannie Roberts Chaney, who was born in Meridi-
an, Mississippi, says:

I'd use whatever color I had, just like I do now; whatever

colors that I got, I just mix ‘em up. . . . I just cut a lot
of blocks, and start sewing, just sew ‘em together. That’s
what I do. Now, that right there—1I didn’t have enough
of the beige, so I put pink in there. When T had put this
all together, I didn’t have enough to put together, so I just
mixed it up like that. . . . Yes, that’s exactly the way
[mother and grandmother would] do it. If you ain’t got
enough of one t!‘)ing, tf)t:y’d‘ Just get somztbing as near to it
as they could and fixc it up. It'’s no mistake because I
didn’t have enough of this to put in there. . . .
in there what I bad! I mean, it’s just a quilt. Now, if I
had started it like this, and put this in there, what’s the
dyj‘fwncc.’

You know, when you sittin’ up there, sewin’, you

I just put

don’t be worried about what you puttin’ in there. Just so

it’s clean and decent, and there’s brand new scraps in

there, and you can get them to fit—ijust fit ‘em. When
you mix it all up with different colors, that’s what makes

a quilt,

Are there patterns in the lives these women
have lived or in the art they have produced that
are replicated in other parts of the country? Is
there some aspect of life that makes southern
people produce a particular artifact? There is no

easy answer. Each of these women has led a life
that was strengthened and molded by her child-
hood experiences in the South. Each one’s artistic
endeavors has clearly been influenced by that her-
itage and its traditions.

Quilting has fulfilled some need in each of
their lives: whether through the physical therapy
of working with their hands; the spiritual therapy
of invoking their mothers or children through the
cloth; or the nurturing therapy of selflessly teach-
ing their art to others. True to the traditions of
African-Americans, the quilt techniques of these
women have been passed down orally through the
generations. Continuing that tradition, these tal-
ented, resourceful women continue to share their
wealth with other women and children, southern-
ers and nonsoutherners alike.

ABOUT THE AUTHOR. Sedn Galvin completed his doctorate
in Folklore at Indiana University, Bloomington, in 1989
and joined the Advisory Board of The Textile Project. He
published What's This Got to Do with Quilting?
with Linda Cross and bis wife, Pamela Richardson. The
author thanks the quilters, and especially photographer Karen
Bell, for their ongoing support of the project.
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Waves and Seaq, by
Vivian Evans.
Cotton. 724 x 68'/2
inches (189.2 x 174
cm).

Photagraph by Karen Bell.
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BY GALER BRITTON BARNES

( :LONES (pronounced KLOH-ness) lies in the
County of Monaghan in the Republic of Ire-
land, on the border of the British common-

wealth of Northern Ireland. After the lower counties

won their independence from British rule in 1922,

Clones and the other border towns were shunned by the

residents of the six northern counties and, as a result,

suffered economically. Once a thriving market town and
the largest producer of Irish crochet in Ireland, Clones
has struggled to survive ever since.

Some days, Clones appears to be a sleepy farm com-
munity; other days, a bustling market town; still other
days, a historic movie set, as it has been relatively un-
touched by modern commercial growth. Rich farmland

given equal status to fine art; women were encouraged to
join or form guilds to collectively market their work.
Several well-to-do Irish and English women made it
their mission to encourage the needle arts. Among these
was Ishbel Maria Marjoribanks, wife of John Campbell
Gordon, Lord Aberdeen, who was made Lord Lieutenant
of Ireland in 1886. During his first term of office, Lady
Aberdeen founded the Irish Industries Association and
devoted most of her time to encouraging the arts. She
organized exhibitions of lace and opened a store in
Dublin called The Irish Lace Depot. Lady Aberdeen
once gave a garden party at the viceregal lodge to which
guests were asked to wear garments of genuine Irish ori-
gin. She published and sent with the invitation an illus-

. Irish Crochet Lace , Clones

is surrounded by beautiful lakes, rivers and streams,
rolling green hills, tiny villages and, everywhere, marks of
the rich and ancient past, from Celtic sites and medieval
castles to mysterious passage tomb mounds and grand
houses of the Georgian period.

A CRAFT’s BEGINNINGS

In 1845, a blight destroyed the potato crop, Ireland’s
staple food of the majority of the people. The ruined
crop and England’s mismanagement of the economic sit-
uation led to widespread starvation and upheaval. Ire-
land’s people struggled to stay alive, and many emigrated
to the United States. A number of wealthy Irish and
English patrons sought to ease the suffering by creating
teaching facilities where workers could learn new crafts,
for which the patrons would find markets in Europe and
America. The plan succeeded, and the craftsmen them-
selves eventually formed guilds.

The Arts and Crafts Movement came to Ireland in
the last decades of the nineteenth century. Based on the
philosophy of the English essayist and critic John Ruskin
(1819-1900) and his protégé, William Morris, the move-
ment proposed a withdrawal from the Industrial Age
back to a time in which handwork and quality were val-
ued and in demand. Several Irish guilds flourished at this
time in arts and crafts such as stained glass, bookbind-
ing, weaving, embroidery, and lace making. During this
period, decorative craft, especially women’s craft, was
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trated booklet containing suggestions; Lady Aberdeen
wore a dress with a train decorated in Celtic patterns.

Young girls learned to make needle lace in centers
often operated under the supervision of patrons. One
such patron was Cassandra Hand, the wife of the rector
of the Church of Ireland in Clones. She brought teachers
from Kildare to teach local women the intricacies of
Venetian Point needle lace, then in vogue throughout
Europe and America. Soon, the lace makers realized that
they could work more quickly if they made crocheted
lace in the style of Venetian needle lace. By the end of
the nineteenth century, a huge industry had developed to
produce fine Irish crocheted lace.

Late in the last century, as many as 1,500 women and
gitls “worked at the crochet” in the approximately 20-
mile (32.2 km) area of southern County Fermanagh and
northern County Monaghan, which has Clones at its
center. By 1910, Clones produced the most crochet lace
of any region in Ireland. Limerick, Carrickmacross,
Youghal, Kenmare, and other smaller lace centers pro-
ducing various styles of lace were also successtul during
this time, as lace was the required fashion accessory. The
craze for lace reached a peak in the last half of the nine-
teenth century and first decade of the twentieth, thanks
to Queen Victoria's passion for it.

By the twenties, the demand for lace had fallen dra-
matically, partly due to the change in fashion and partly
to the availability of inexpensive machine-made lace
trimmings. The popularity of handmade lace resurfaced



briefly in America during and
following the Great De-
pression; patterns for Irish
crochet lace and needle lace
were printed in books and
women’s magazines.

CLONES LACE

Clones and the surround-
ing countryside, including the
nearby town of Roslea, are fa-
mous for Irish crochet lace.
The term “Irish crochet lace”
refers to three-dimensional
lace made with naive, dis-
tinctly Irish motifs within a
netlike ground crocheted
with a flat picot filling,
Clones lace is characterized
by a distinctive knot in the
ground fabric. The Clones
knot is much larger than the
usual picot or dot stitch com-
mon to other Irish crochet,
which Mrs. Tessie Leonard, a
teacher and senior member of
the Clones Lace Guild, refers
to as “the little tits.”

The making of the Clones
knot nearly became extinct
until Maire Treanor recorded
it during her research, which began in 1989. In a
booklet produced by the Clones Lace Guild,
Maire writes:

Mpts. Beggan, an older woman from Roslea, taught me
how to do the Clones knot. She died a year later. Nobody
who was able to do the Clones knot was still alive, so if I
had not learned it at that time, it would have been lost
with Mrs. Beggan.

Sorne of the lace books explain how to do it, but I bave
never come across a person who learned from these books.
It has to be demonstrated to you. The Clones knot is
made by wmppz’ng the thread around the book thirteen
times bi.’fOff pulling a thread rbrougf: the middle to make a
bobble.

Clones lace makers are known for their “heavy
work,” in which the motifs are three-dimensional,

an effect achieved through the use of padding
cord in the motifs.

To make a piece of Clones lace, motifs are cro-
cheted separately and then pinned and basted
onto a paper pattern on which the layout has
been sketched in pencil. The motifs are joined by
working a ground pattern of openwork and
Clones knots from one motif to another to estab-
lish the shape of the piece. Heavy work generally
is a cooperative effort; the more skillful workers
stitch the motifs together.

The wild Irish rose, with layer upon layer of
petals, is one traditional motif. In a modern vari-
ation of the Clones knot, three knots are worked
together to form a “shamrock Clones knot.” The
triskel, similar in design and with roots in Celtic
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“Nobody who was able to do the Clones knot

was still alive, so if I had not learned it at that

time, it would bave been lost with Mrs. Beggan.”

prehistory, is also common in Irish crochet. The Clones
Lace Guild lace makers prefer to make shamrocks with
this ancient spiral element, rather than the more com-
mon tourist-trade style of cloverleaf. Other traditional
motifs include the harp, fern, thistle, marigold,
and cartwheel.

Irish crochet is often applied to Irish
linen fabric to make a handkerchief or tray
cloth. The linen fabric is prepared by a
process that the Clones lace makers refer to as :
salding. The edge of the fabric is rolled and bound
in place with a series of single crochet stitches (see
page 49). This bound edge establishes a foundation
onto which the lace maker can crochet an edging or at-
tach a piece of lace. In addition to the bound edge of
single crochet, lace makers may also crochet a base, or
“pillar” row, of double crochet on the salded edge.
The women usually sald their own linen squares
for hankies, but they can also now buy squares
with the edges commercially rolled, which
they call “spoked” hankies.

If the fabric is simply to be edged
with lace, the lace is worked directly on
the salded fabric. If the lace is to be inset,
the ground fabric is cut to shape, the edges
salded, and the lace piece secured to the salded
edge with crochet stitches. The lace may then be embell-
ished with one or more crocheted edgings, usually a three-
or ten-loop edging known as a “crown loop edging.”

THE CLONES LACE MAKERS

Lace making in Ireland was literally a cottage industry.
Young girls and women learned the skills in classes in
town or at the convent, were given materials, shown the
lace designs, and sent home to work. It is said that the
lace makers most often worked in their beds, where the
white linen and thread would stay the cleanest, but the
light must have been quite dim as the cottages were never
brightly lit; the women certainly must also have worked
out of doors.

To make the finest crochet hooks, the eyes were cut
off sewing needles. The end of the needle was inserted
into a short length, about 4 inches (10 cm), of split cane
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broken from a basket or discarded walking stick. This
type of hook is now called a “famine hook,” referring to
the historical period in which Irish crochet originated.
Clones lace makers today prefer this type of hook and
still try to find men who make them; others use com-
mercial metal hooks.
Often, children would learn the simple
motifs, and their mothers would join the

motifs together with the fine ground.
Maire Treanor discovered in her re-
search that nicknames were often given
to the lace makers according to the
motif they usually made; for example,
the family known as “Lily” Quigleys
crocheted the lily motif.

A lace maker was paid according to

the degree of difficulty of the motifs.
A high standard of quality was exacted,
and many substandard pieces were re-
jected. The lace, sold in large cities in
Ireland as well as across Europe and
America, cost more than any of the workers
would be able to pay for it themselves.

All nineteenth-century lace was made with linen
thread, most of which came from Manloves, a company
in Belfast. Manloves was destroyed during World War II.
Since then, most Irish crochet lace has been made with
cotton thread, although some linen can still be found.
Linen thread demands a more skilled hand, as its self-
tensioning property is inferior to that of cotton.

Topay’s LACE MAKERS

Maire Treanor’s wry smile and twinkling eyes convey
the ancient magic alive within the clever, modern Irish-
women who bend over tiny perfect stitches that form
rose petals, shamrocks, spirals, thistles. The fifteen or so
women in the Clones Lace Guild crochet row after row
of crisp white thread in the same way that their nine-
teenth-century counterparts did.

When Maire moved to Clones from Northern Ireland
in 1989, she found that the craft had nearly died; only a
few women remembered the lace patterns or had collec-
tions of the lace; none was making lace for sale. Maire



worked with several women in Clones
and with their help learned to crochet the
distinctive  Clones lace patterns. These
women—Eithne D’Arcy, Mamo McDonald,
Tessie Leonard, and Elizabeth Monaghan—were
instrumental in helping Maire create the guild.

Maire was the first to record the patterns, as
women who crocheted in the old days did not
work from printed patterns and none existed for
Clones lace. Many of the women she worked
with can “read” a piece of crochet lace and repro-
duce it, but most would be hard pressed to set it
down in written form or read a pattern. They
don'’t need to!

Elizabeth Monaghan of Donegal learned to
crochet at an early age. In a booklet published by
the Clones Lace Guild, she writes:

I was born into a lace-making family. My aunt was
the owner of a Lace industry in Bruckless, County
Donegal, so it was evident that all of our family should
learn the lace making. My mother, sisters, and all of our
neighbors worked for her. I started learning my lace mak-
ing at the age of five years, watching my sister and a
neighbor while they worked. I remember the first thing I
made was what they called a “bustony.” A number 10
thread was rolled around a suitably sized piece of round
stick, and then double crochets were worked around it
until it was completely covered in. It was a great achieve-
ment for a_five-year-old, or so I thought.

With Elizabeth Monaghan's help, Maire found
other women in the vicinity of Clones and New-
townbutler (about 5 miles [8 km] west in North-
ern Ireland) who were interested in learning or
relearning “the crochet.” In 1989, Maire and
Mamo McDonald started a small exhibition
space and began classes in Mrs. McDonald’s tea-
room. The Clones Lace Guild was born.

The Guild attracted the interest of several
women who had learned “the crochet” as young
girls but had forgotten their lessons. Anne Kelly
and Eileen Crudden, sisters who remembered the
patience with which their aunt had tried to teach
them the basic stitches, never imagined that they
would one day be masters and teachers of the
most intricate designs, Tessie Leonard knew “the
crochet” and showed them the stitches again, and
Anne Kelly and Eileen Crudden began to pro-
duce bits of lace for sale.

Maire worked with the Euro-
pean Economic Community to ob-
tain grants to support the establishment
of a viable lace industry and to showcase
the work, both old and new, of local lace makers.
She converted an old mill store, the Ulster Canal
Stores, into a museum and craft center where the
Guild meets and offers workshops and lace for
sale. The guild also organized the Cassandra
Hand School of Lacemaking, which holds sum-
mer retreats for lace enthusiasts from around the
world.

The Clones Lace Guild, which has attracted
young women from the area who come to learn
to crochet and earn some money from their work,
today has more than a dozen active members. one described on
Guild members share tasks, which they assume
according to their skills. Most of the lace pat-

terns are taken from antique pieces, but each lace
lace maker Anne

aker h distinctive style, h ticul
m € as a 1stinctive s y € and er par icuiar Ke"y.

rendering of a motif is easily recognized by her
fellow guildswomen.

Maire Treanor helps to design and market the
lacework that the Guild sells in shops in Dublin,
Cork, and- other major tourist sites. She is dedi-
cated to revitalizing the appreciation and produc-
tion of handmade Irish crochet. Sadly, just be-
cause you buy lace in Ireland doesn't ensure that it

Treanor’s Clones
lace collar in
progress.

was made there; there are abundant supplies of
Chinese lace for sale alongside locally made
pieces. The lace makers of the Clones Lace Guild,
however, always proudly include their label. <
Asout THE AuTHOR. Galer Britton Barnes is a freelance
writer on textile history and specializes in things Irish. She
lives with ber busband in Elk, California. She is most grate-
ful for the gracious hospitality and patient instruction of
Maire Treanor, Tessie Leonard, Anne Kelly, and Eileen and
Irene Crudden.

For information about the Clones Lace Guild or the
summer school, write to Maire Treanor, The Clones Lace
Guild, ¢/o Clones Development Society, Ltd., Fermanagh
St., Clones, County Monaghan, Ireland; tel /fax O11-
353-47 51718. The summer session of the Cassandra
Hand School of Lacemaking will be beld from June 29 to
July 4. The Clones Lace Gallery is located in the historic
Ulster Canal Stores Museum, Cara St., Clones, County
Monaghan.
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ABOVE: A wild rose
motif, similar to the

page 49, decorates

a linen hankie made
by modern Clones

From the author’s collection.

OPPOSITE: Maire

Courtesy of Maire Treanor.
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Handkerchie Edgmg
wd Wild Rose to Crochet

DESIGNED BY GALER BRITTON BARNES WITH MAIRE TREANOR

PIECEWORK

JULY /AUGUST

ELICATE scalloped trims like this handkerchief edging are often used to finish
Clones lace designs, This trim uses only a few stitches and is easy to learn. Anne
Kelly’s wild rose corner inset is more challenging. It includes a picot made in the
style of a Clones knot, which can take a little time and practice to master. The design incor-
porates a packing cord to give the rose petals the heavy, raised outline characteristic of much
Irish crochet. The edging is worked in linen thread. The rose corner is worked in cotton
crochet thread. Either thread is suitable for both projects.
When Clones lace is worked directly onto fabric, the edges of the cloth are rolled and
finished with a row of single crochet. The process, called salding, provides a foundation for
the crocheted lace to follow.
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HANDKERCHIEF EDGING

Following the directions below, trim the linen to 9 inches (22.9 ¢cm) square
and sald the edges with 40/2 linen thread. Work the edging as follows.

Rnd 1: Ch 5, * sk 2 sc of salding, dc in next sc, ch 2; rep from * around,
working dc, ch 2, dc in each corner st, end with sl st in 3rd ch of beg ch
5. For the scallops to fit evenly around the handkerchief, you must have a
multiple of 4, plus 3 ch-2 spaces (not counting the corner spaces) on
each side of the handkerchief. Space the dc stitches evenly along the edge
as you work rnd | to create the correct number of ch-2 spaces.

Rnd 2: % (2 sc in ch-2 space, sc in dc) 3 times, turn; (ch S, skip 2 sts, sc in
next st) 3 times, turn; 2 s¢, p, sc in ch-5 loop, ch §, sc in next ch-5 loop,
ch 3, dc in next ch-5 loop, turn; ch S, sc in ch-5 loop, make 2 sl sts to-
ward the base of the chain loop below, sl st in base of picot below, turn;
2 sc, p, sc over slip-stitched chain, 2 sc, p, 2 sc, p, 2 sc in top loop, sc, p,
2 sc in loop below, sc, p, 2 sc in loop below (one scallop complete), sc, p,
sc in ch-2 space, sc in dc; rep from * around, working (sc, p, sc) twice in
each corner sp.

ANNE KELLY'Ss WiLD Rose CORNER

With #70 cotton thread, ch 8, join with a sl st to form a ring.

Rnd 1: Ch 5, dc in ring, (ch 3, dc in ring) 3 times, ch 3, sl st in beg ch-5
loop.

Rnd 2: (Se, 3 dc, sc, sl st) into each ch-3 loop.

Rnd 3: (Ch 5 behind petal, sl st in sl st of prev rnd between next 2 petals) 5

times,

(continued on page 71)

SAmeG THE Ends: S

Remove any selvedges and
cut the linen to its finished
size plus 1/2 inch (1.3 em).
Withdraw a threaa albng L
each side and trtrn the linen

 to the straight lines formed - '
by the withdrawn threads. Gently wz,thdraw a thfead 1 / : nd (6 mrn) -
inside the edge on each side. Moisten your thumb and index finger
and, begmmng at the rlght—hand side of one of the edges, tlghtly roll
the edge of the fabric under to the Ime formed by the wtthdrawn o
thread. Wn:h crochet thread and hook, make a s¢ over the rolled e:dge; o
into the gap made by the withdrawn thread, [/4 inch (6 mm) from
the right-hand side of the fabric. Contmue to make &venly spaced sc
stitches over the rolled edge, rolling more of the hem as. you go. (For
the linen thread, ‘make about 11 smtches per inch (2.5 cm] and for the'
cotton thread, make about 16 stitches per inch [2.5 cm]) '

At the corners, turn the fabric and roll the new edge, over t:he ;
rolled edge from the prewous su:ie Make 3 to 4 sc in the corner.
When you reach the starting point, begin the crochet:ed et:[gmg
Instructions courtesy gf Maire Imﬂ@r Cloms Lace Gmla' .

CronEes Knot

Draw out a chain, The length of the
chain will dictate the size of the Clones
knot.

Yarn over hook and pass the hook under
the ch from front to back, yarn over hook
and pass the hook back under the ch from
the back to the front.

Repeat this movement 3 times, or until
the enlarged chain is covered, yarn over hook
and draw the yarn through all the loops on
the hook.

Sc into the last ch before the Clones
knot.
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Seventeenth-
century casket,

or cabinet,
embellished with
raised-work
embroidery in silk
and gilt threads.
14x10x 12%s
inches (35.6 x 25.4 x
32.1 cm).

Gift of Mrs. Elizibeth
LPmPo:{y. Photograph
courtesy of the Museum of
Fine Arts, Boston.

OPPOSITE: Side
panel ofa
seventeenth-
century casket.
Various flora and
fauna were
frequently incor-
porated into the
central
compositions.

Photograph courtesy of the
Glasgow Museums:

The Burrell Collection.
Reg. no. 29/ 169.
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HE SEVENTEENTH-
century English form of
schoolgirl ~ embroidery
known as stumpwork is enjoying a resurgence of
interest among embroiderers and historians. The
most familiar historical examples are displayed in
pictures, on mirror surrounds, and on the panels
of small slope-top cabinets known as caskets.
They depict various scenes from the Old Testa-
ment or images of the Three Virtues, the Four
Continents or Seasons or Elements, the Five
Senses, the Seven Liberal Arts or Sciences, or the
reigning king and queen. Their cream-colored
silk backgrounds are liberally sprinkled with fig-
ures of various flora and fauna. The elements are
made of silk floss, spangles, beads, wire, gimp,
braids, metal purl, peacock feathers, pearls, and
coral beads. Most important, certain features and
areas of the design are padded and/or wired to
give them a third dimension.

The term “stumpwork” was coined in the Vic-
torian era. A search of English historical docu-
ments reveals that this embroidery form had been
called “embosted work,” beginning in the last
decades of the sixteenth century.

During the reigns of Elizabeth I (1558-1603)
and James I (1603-1625), embosted work was
primarily the domain of professional male
“broderers,” including court embroiderers and
members of the guild of the Broderers’ Company.
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STUMPWORK

What’s in a Nare?

BY KATHY EPSTEIN

They embellished bookbindings, women's sleeves,
men's caps, jackets, glove cuffs, and small purses
called sweet bags, which held sweet-smelling
dried flowers and herbs. Included in the 1614 in-
ventory of the Earl of Northampton were two
“verie large sweete bagges—embroidered with
embosted worke of silver, gold and coulored
silkes, and filled upp with ovals of divers person-
ages [cartouches with embroidered portraits].”

The three-dimensional effects of embosted-
work embroideries were created with detached
buttonhole stitch—a technique known as “needle-
work” in the late sixteenth and early seventeenth
centuries, which properly belongs to the needle
lace-making tradition. The stitch was worked
over a padding of wool, tow, or parchment to
form the bodies of animals and flower petals.
The process of padding areas of the design was
called “raising” or “raising up,” as in the follow-
ing entry in a warrant dated “27 Sept 1594” for
Elizabeth I: “Item to John Parr our embrauderer .
. . for raysinge up of a paire of slevis of white
silke sipers [cypress]| upon Carnacion cloth of sil-
ver richelie wrought with silver wormes spangles
and purle upon the raysinges.”

Besides padded or raised-up figures, embosted
work often featured “moss work,” a term that
refers to any embroidery stitch or technique that
itself creates a raised effect, such as a mass of
French knots for a small mound or an animal’s



coat. In the Earl of Northamp-
ton’s inventory is a smaller
sweet bag “embroidered wth
highe embosted mosseworke
havinge two sea nymphes upon
dolphins, and other figures of
fowles.” Throughout the seventeenth century, in addition
to French knots, the term “moss work” probably also re-
ferred to rows of couched silk pile thread (a precursor to
today’s chenille) and rows of couched purl, a tightly coiled
metal wire of silver gilt or colored copper.

Sometime in the 1630s, embosted work entered the
repertoire of schoolgirl embroidery and flourished there
into the [1690s. The historian John Nevinson observed in
his 1950 Catalogue of English Domestic Embroideries that embost-
ed work had then begun to be used to work pictures—
purely decorative objects in themselves—as well as to em-
bellish other objects, such as mirror frames, cabinets, or
boxes. The term “raised work” replaced “embosted work”
to describe the padded elements in the design. An innova-
tion of the 1650s was to substitute soft padding with
small pieces of carved wood to form the human head,
hands, and feet. Soft padding was still used for human and
animal bodies, as well as other parts of the design.

Most of these schoolgirl embroideries were created on a
silk satin-weave ground, usually reinforced with a linen un-
derlining. Some figures and large floral sprays were em-
broidered on separate pieces of linen, cut out, and applied
to the ground; the raw edges were hidden with metal purl
or narrow gimp. These applied mo-

tifs, called “slips,” were often
worked in the counted techniques
of tent stitch or queen’s stitch
(today known as rococo stitch).
Modern embroiderers still practice
many of the other featured stitches.
The names have not cllanged in
more than 350 years. John Taylor’s
poem The Praise of the Needle (1631)
and Randalle Holme's six-volume
The Academy of Armoury (1688) men-
tion back stitch, satin stitch, chain
stitch, whip stitch, and laid work.
Although raised embroidery was
no longer widely practiced in the
eighteenth century, the technique
was still known, perhaps through

[HERE'S NOTHING NEERE AT HAND, OR FARTHEST SOUGHT,
BUT WITH THE NEEDLE, MAY BE SHAP'D AND WROUGHT.

—John Taylor, The Praise of the Needle, 1631

family heirlooms. In his Cyclopae-
dia (1728), Ephraim Chambers
includes an entry for the tech-
nique that he calls “Embroidery
on the Stamp,” “where the Fig-
ures are very high, and promi-
nent, being supported on Wool, Cotton, Hair &c [in con-
trast to| Low Embroidery, where the figures are low, and
without any Enrichment between them.” The word
“stamp” refers to the ink lines of the patterns drawn on
the silk ground by professional pattern drawers.

After Chambers, all the terms for this embroidery form
disappear from printed records until the nineteenth centu-
ry, when “embroidery on the stamp or stump” appears in
Rees’s Cyclopaedia (published before 1880). (“Stump” refers
to the little pieces of carved wood occasionally used in the
embroideries.) “Stumpwork” is subsequently mentioned
by authors of needlework books as the form again became
popular, largely due to the attention that the Arts and
Crafts Movement focused on preindustrial crafts, Its pop-
ularity has endured and matured. Regardless of its appella-
tion, this unique embroidery form continues to fascinate

us with the skill and ingenuity of its creation.

ABOUT THE AUTHOR. Karl‘;*_y Epstein is a texctile historian specializing
in embroideries and textiles of the sixteenth and seventeenth centuries. She
has been the curator of exhibits at Texcas Memorial Museum in Austin,
Texas, and The Textile Musewm in Washington, D.C. She also owns
Curious Works Press, which publishes books on embroidery history.
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Buttonhole needle-lace filling worked over a
wire frame creates three-dimensional

flowers and leaves similar to those on the
seventeenth-century stumpwork casket shown
on page 5| (detail above).
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A Stumpwork Flower
to Make

DESIGNED BY SHARON COHEN

HE small stumpwork chest from the Glasgow Museum’s Burrell Col-

lection shown on page S1 displays needle lace, appliqué, beading, and

surface embroidery. Each petal and leaf of the sprigs that adorn the
central portion of the back of the chest (see detail above left) is a freestanding
element made of a needle-lace filling worked on a wire outline. The completed
petals and leaves are molded into lifelike shapes by bending the wire. The same
technique can be used to create a variety of freestanding or padded shapes,
such as insect wings, small animals, and clothing,

Although only two stitches—couching and buttonhole stitch—are used
throughout, this embroidery is challenging because of the small scale of the
work, You may wish to practice with larger shapes and heavier threads.

Stainless-steel wire is generally available at needlework stores that specialize
in embroidery supplies. Any nonrusting wire of the same gauge, such as bead-
ing wire, is suitable. You can use a wide variety of embroidery threads for this
and other stumpwork techniques. Sharon enjoys using silk and finds that judi-
cious use of variegated threads adds depth and liveliness to her work.

1987



PREPARATION W O R K I N G T H E P E T A L S

Draw the petal or leaf in the center
of the piece of muslin and mount the
muslin in the embroidery hoop. Cut a
piece of wire 4 inches (10.2 cm) long.

Using the contrasting sewing
thread or I strand of contrasting floss,
couch the wire to the outline with
stitches placed about 1/8 inch (3
mm) apart. Secure the beginning and
end of the thread away from the wire
so that you can remove the couching
later. Place the wire around the top of
the petal outline but not across the
base. Place the wire all the way
around the leaf outline, twisting the
two ends together twice at the base.
Gently push the ends of the wire
through the muslin to the wrong side
about | inch (2.5 cm) beyond the base
of the petal or leaf. Figure 3

Figure 2

Filling a flower petal with needle lace.

Figure 4

WORKING THE PETALS

Use | strand of silk floss through-
out. With a 45-inch (114.3-cm) length
of Antique Rose, begin the needle-
lace filling at the right-hand lobe of
the wire outline (Figures 1 and 2).
Work the filling without piercing the
muslin. Work 2 rows on the right-
hand side, make a horizontal pass
back to the left, and wrap the thread
around the wire outline between the W o R K I N G T H E L E A F
lobes (Figure 3).

Work 2 rows of filling on the left-
hand lobe, then work the filling across
the entire width of the petal to the
base. Occasionally, hold the work up,
allowing the thread to dangle and un-
twist. Do not fasten off the thread.

Continuing with the same thread,
work a row of buttonhole stitch
around the wire outline (Figure 4),
covering the beginning tail of yarn
with about 6 stitches as you pass it.
Leave the ending tail of yarn free for
the moment. Remove the couching
from the wrong side of the muslin
and release the petal. Make three
more petals.

Each half of the leaf is filled from the
central couched thread.

Figure 6

continued on page 72
Pag
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A classic beaded

sweater circa 1950s,

Photograph by Jor Cora.

PIECEWORK

intage Ins
_for

BY DEBORAH NEWTON

S A KNITWEAR DESIGNER, I've al-
ways been inspired by all types of gar-

ments from the past—although I prefer
knits above all. One style that I particularly love
is the beaded sweater, a classic garment that com-
bines the casual, comfortable drape of knitted
fabric with the more formal detailing of glittery
beads. In the twentieth century, beaded garments
have always been popular, from the elaborate
dresses of the twenties to the small accessories,
such as beaded gloves and bags.

I had bought a few beaded sweaters twenty
years ago when I was in college, and wore them
out. To my delight, my old friend Susan Moore
and her fashion-conscious daughter Maggie re-
cently showed me this lovely dressy beaded
sweater that they had found in a vintage clothing
store. It was made in the late fifties or early six-
ties, judging by the fiber content. The sweater
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eaded Khnitting

was probably moderately priced, but everything in
the design strove to make it seem royally dressy,
even the name on the label—Lady Antoinette! It
is machine-knitted in a fine, yet lofty Orlon fiber,
which simulates angora. The buttons are a high-
quality plastic, simulating pearl, and the yoke is
covered with a graceful arrangement of butterflies
and leaves made from tiny, glistening glass beads
accented with large simulated peatls and long
bugle beads.

When I saw it, I asked myself, “How can I
borrow something from this garment, yet adapt it
to a handknit design using knit-in rather than ap-
plied beads?” Since the 1930s to the present day,
beaded sweaters have been machine-knitted and
embellished with sewn-on beads.

I began to make sketches based on other vin-
tage beaded garments I've seen and adding some
ideas of my own. I decided to adapt some of the
sweater’s motifs and to try various knitted textures
or patterning to serve as a base for the beading.

I thought about using large beads, but because
it would be difficult to form a motif with great
detail, in some of the sketches I positioned the
beads to serve as an outline or enhancement of
the knitted texture. Using a lace openwork would
lighten the fabric. The density of the fabric helps
you decide the size and number of beads to use.
By using both patterning and beadwork, the de-
sign is strengthened because there are two com-
plementary visual elements at work.

I always test my motifs and ideas by knitting a
small swatch. I knit a second swatch including the
beads to test their placement. To place beads
more accurately, you may want to chart the pat-

tern and mark where the beads will fall.

KNITTING BEADS INTO FABRIC

There are several methods for working the
beads into the knitted fabric, but I like to lock
each bead in place between two purl stitches if
possible. This way, the bead is positioned firmly
on the knitted fabric and it doesnt dangle



awkwardly or slide from stitch to stitch, distorting the
patterning.

I purl the stitch before the bead, slide the bead tightly
up against this stitch, then purl the next stitch. On the
next wrong-side row, I knit the two stitches on either side
of the bead. The purl stitches serve both to keep the beads
neatly aligned and to add depth to the fabric by forming
channels for the beads to sit in. You can use purl stitches
with almost any knitted pattern, especially lace, or eyelet
patterns in which there are some plain areas of stockinette
stitch in which the purl stitches can be positioned.

SoME PracTticaL Tips

The beads are threaded onto the yarn before you begin
to knit and must slide easily along the yarn. Make sure
that the beads have holes that are large enough for the
yarn you plan to use. I had luck with #6 seed beads and
what are known in the bead-trade as “e-beads.” E-beads
are small, somewhat doughnut-shaped beads with a
smooth surface, which can accommodate a sportweight or
finer yarn. They come in a variety of colors.

The saleswoman at the bead store gave me some good
advice. Milky and frosted beads give a softer, more subtle
effect than solid-color beads, which would visually jump
out. For a sparkly effect, mix the colors and place them
randomly. For a more even surface, use one color of bead
and place them in a planned, orderly pattern.

The yarn for bead knitting needs to be strong and firm-

A few swatches inspired by Deborah Newton’s
design sketches and techniques.

RIGHT: Silver hollow rosebud beads
glimmer softly in a variegated brushed
mohair. Flanked by purl stitches, the
lightweight beads are easily supported
by the stockinette-stitch fabric.

LEFT: A simple lace pattern in a light
sportweight cotton is outlined with 6 seed
beads to create a leaf-and-vine border that

mirrors the motifs on the vintage sweater. Two
rows of beads between purl stitches echo the
neckline trim of the cardigan.

BOTTOM: Satiny lampworked glass beads
form their own pattern between six-stitch
cables of alpaca-blend yarn. Used sparingly,
the beads do not strain the reverse-
stockinette-stitch background.

Design shetch ":'v Deborah Newton,
Swatches by Jane Fournier. Phatograph by Joe Coca.

ly twisted, or at least smooth enough to allow the beads to
slide easily. If you need to tug at the beads to string them
onto the yarn, be sure the extra time and effect will be
worth the struggle! Avoid any textured yarns that will not
pass easily through the holes. I have had wonderful luck
with firmly twisted silk with no nubs and with smooth
and strong sportweight cotton,

Wind your ball of yarn by hand, stringing the beads to
make sure there are no knots to impede the progress of the
beads along the strand. It’s frustrating to meet a knot, then
have to cut the yarn and restring in the middle of a nice
stretch of knitting,

You can use a fine tapestry needle for threading the
beads if the hole in the bead is large enough to pass over
the eye. Better still is a dental floss threader, designed for
flossing between bridgework. Simply slip the end of the
yarn through the loop and slide the beads down the
threadlike flexible length of plastic. The size of the bead
and how smoothly it slides will determine how many
beads you'll thread onto your yarn. I usually like to thread
at least a hundred, but you'll need to assess how far your
ball of yarn will knit, how easy they slide, and how many

beads you need for your project.

ABoUT THE AUTHOR. Deborah Newton of Providence, Rhode Island, is
a knitwear designer. She is the author of several magazine articles and the

book Designing Knitwear (Newtown, Connecticut: The Taunton
Press, 1992).
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AM ALWAYS DRAWN to scrap quilts—the more fabrics in them, the better. They are not
Ieasily read, as your eye keeps moving to see the wide variety of patterns, but they hold your
interest as you compare the designs. My first antique quilt, purchased at a local flea market, was
actually a quilt top, a pieced pattern made with a wide variety of scraps, which I later quilted. An
article by Cuesta Benberry in Quilter’s Newsletter Magazine in 1980 made me realize that I had several
charm quilts in my growing collection.
At first glance, a charm quilt may look like an ordinary one-patch scrap quilt made from a wide
variety of leftover or recycled fabrics or factory remnants, but looking closely, you realize that no

fabric has been used more than once.

JULY/AUGUST



BEGINNING WITH BUTTONS

Charm quilts appear to have first been made in
the late 1860s. From 1876 to 1896, they seem to
have been especially popular, judging by the large
number that survive from that period. Three
hundred of the 380 quilts recorded in my re-
search were made before 1910.

Quilt makers borrowed the idea of charm
quilts from button collectors. During the 1850s
and 1860s, children and young women actively
gathered one-of-a-kind buttons and, as a means
of keeping the collection together, strung them
on string or heavy thread, creating “button
strings,” sometimes called “memory strings.”

During the 1870s, button strings became
known as “charm strings,” and were accompanied
by romantic tales. One story tells of a young
woman who gathered buttons, believing that her
Prince Charming would appear before she had
1,000 buttons; according to another version, her
prince would appear after she had gathered 1,000
buttons.

Inspired by the button-collecting fad, quilt
makers began to gather one-of-a-kind pieces of
fabric to make one-patch charm quilts.

The term “charm quilt” was common from the
1910s to the 1960s. Early names for the quilts
included “beggar” quilt (it was necessary to “beg”
scraps from family and friends), “friendship,”
“memory,” “one-patch,” “no-two-alike,” and “ax”
(also known as “spool” or “apple core”). As one
gathered pieces from friends near and far, one
could look at these tiny gifts with fond memories

of friends and family no longer together.

CONSTRUCTION

The quilter first selected a shape or pattern for
her one-patch quilt. The repeating shape might
be a square, diamond, hexagon, triangle, or other
geometric shape. She then made a template of
paper or cardboard and began cutting out the
hundreds of different fabrics needed.

The size of the template and the desired size of
the resulting quilt determined the number of
pieces required. Charm quilts made in the late
nineteenth century were bed size, roughly 70 by

80 inches (178 by 203 cm). The number of pieces
varied from fewer than 200 to more than 1,000,
with most quilts containing 300 to 700 pieces.

FABRIC SOURCES

After the quilter had exhausted her own supply
of fabric, she traded with others who were mak-
ing charm quilts, as we would today. In a letter
sent to the “Contributors’ Gossip” column of the
October 1905 issue of Hearth and Home magazine,
Mrs. C. E. Anderson of Rolling Prairie, Indiana,
notes, "I shall be pleased to receive squares of
gingham and calico, 4 X 4 inches, no two alike,
for my charm quilt. Will return all favors.”

Salesmen’s samples and mill swatches were
sources for a wide variety of fabrics. When com-
panies replaced old sample sets with new ones at
the end of the season, the discarded swatches
might find a welcome home with a qui]ter.

Remnants, bolt ends, or short cuts of fabric
were also readily ordered by mail. Advertisements
appeared in women's magazines, farm publica-
tions, and in local newspapers, Dresses, blouses,
and aprons could be made very economically
from the remnants, and the scraps saved for
quilts. One scrap of each print would be put
aside for the next charm quilt; others could be
traded at the home economics meeting or quilt-
ers’ gathering at the church.

Some advertisements were deliberately aimed
at charm quilt makers. In the December 1934
issue of Needleraft: The Home Arts Magazine, Mrs. M.
E. McCormick of Streator, Illinois, advertised
“165 fancy washfast prints, none alike, 50 cents
or 360 two alike $1.00.” The latter number
would have given a quilter 180 pieces for her own
quilt and an equal number to trade.

Another source of fabrics was factory cut-
aways, the fabric left over after machines cut out
the pattern pieces from stacks of fabric. Factory
workers often took these cutaways home, but as
companies learned there was a market for the
fabric, they offered it for sale and found ready
customers in quilt makers.

Many quilters used whatever fabric they had
on hand, recycling usable parts of worn or out-

OPPOSITE:

This charm quilt

is made up of 742
alternating printed

and white equilat-
eral triangles, and
includes two cen-

tennial prints. Circa

1876, Lancaster,
Pennsylvania.
Maker unknown.
75 x 84 inches

(190.5 x 213.4 cm).

an' fi?l" [Hfﬁl,‘(’?} f\](‘#‘l‘f’”‘t‘”
grown garments. Uneven wear 1n certamn PKECCS n Photograph by Jor Coca.
1997 JULY/AUGUST PIECEWORK



some antique quilts indicates that the
fabrics had served another use before
being incorporated into the quile.

DicTioONARIES OF FABRIC

Some fabric collectors refer to
charm quilts, with their hundreds of
different prints, as “dictionaries of
tabric.” They provide an excellent
source for study of the wide variety of
prints, designs, and colors popular in
the period. Most of the varied fabrics
in charm quilts were prints, but some
solid-colored plain-weave fabrics were
also used.

Great quantities of dress yard goods
were produced in the last four decades
of the nineteenth century by American
print works such as Allen, Arnold,
Cocheco, Hamilton, Manchester, Mer-
rimack, Wm. Simpson, and others.
Some of these companies produced
more than 1,000 patterns each year.
Flower designs, geometric shapes,
paisley patterns, recognizable objects,
and combinations of designs produced
a seemingly endless variety of pat-
terned fabrics.

From the 1940s through the early
1960s, there was an increased use of
sack fabric in all kinds of quilts. Feed,
flour, and other recycled sacks were
available in large quantities in a wide
range of colorful patterns. Bright flow-
ers, children’s prints, colonial scenes,
and fruit and vegetables were some of
the popular prints available to the
farmer, who often had help in select-
ing his feed sacks. Some charm quilts
of this period appear to be made en-
tirely of sack fabric.

TEMPLATE SHAPES

A large number of geometric shapes
have been used as templates in the
construction of charm quiles: dia-

58 PIECEWORK JULY/AUGUST

To celebrate our first century as a nation,

centennial prints like these, featuring familiar
symbols and patriotic motifs, were produced
during the 1870s. From the autbor’s collection.

In addition to gathering remnants, purchasing
cutaways, or trading fabrics with others, quilters can
also purchase fabrics packaged especially for makers
of charm quilts from: Hearthside Quilts, PO Box
429, Shelburne, VT 05482, (800) 451-3533; Quilts &
Other Comforts, 74| Corporate Circle, Golden, CO
80401-5622, (800) 881-6624; Quiltwork Patches, 209
SW 2nd St.,, Box 724, Corvallis, OR 97339, (54)
752-4820. Templates are available in varied sizes and
shapes, including split or half shapes.

The Feed Sack Club (25 South Starr Ave., #16,
Pittsburgh, PA 15202) provides a network for those
interested in the use of this recycled fabric. Its
members buy, sell, and trade packets of é-inch (15.2-
cm) charm squares.

1957

mond, hexagon, half hexagon, elongat-
ed hexagon, octagon, rectangle, square,
and equilateral, isosceles, and right
triangle. Other shapes include the ax,
clamshell, Southern Charm (or chal-
ice), tumbler, half tumbler, and yo-yo.
Triangles were used most often. Hex-
agons were frequently used, too; the
clamshell is seldom found. The size of
the individual pieces varied from less
than 172 inches (3.8 cm) to more than
7 inches (17.8 cm) wide.

Although a charm quilt is usually
defined as having a one-template com-
position, I discovered a few patterns for
making charm quilts with two, three,
and even four templates. For example,
the “all over design” of The Ozark
Cobble Stone, a pattern published in
the Kansas City Star in 1936, called for
two templates: an octagon and a square.
The octagons were to be made of dif-
ferent prints, and the squares of the
same solid-colored fabric,

DUPLICATE PRINTS

A few charm quilts contain one or
more duplicate fabrics for several rea-
sons. It is difficult to assemble hundreds
of different prints without including a
duplicate or two, even with the most
careful and organized method of fabric
sorting, When unintentional duplica-
tion occurs, some quilters remove the
duplicate, others appliqué another print
on top, and a few treat it as a mistake
they can live with and leave it in. Some-
times, the quﬂter does not even realize
that duplication has occurred.

Some duplication is deliberate. Per-
haps the quﬂt maker wanted to provide
a game for a sick child, who might be
amused for hours in the search for
duplicates, Perhaps identical fabrics
came from two friends, and so both
were included in the friendship or

memory charm quilt. It 1s also possible



ITwo Makers 8( Their Quilts

Mary Alley Worth ’1803——1896\ was born on Nantucket Island,
Massachusetts. She married Reuben B. Wo rth!_a_ sea captain, when she
was twenty-nine, Five years later, he was lost at sea, leaving Mary a

widow with a three- ~year-old son, Char]cs Albert, am:l 5 qeuond son,

Reuben, born two months later.

In early 1850, Charles, then fOLE]‘tLE‘IL sailed to qulfomm as a cabin
boy. /\]though he lost nearly everything during his short career in the
gold mines, he purcl ased hor,seq and a wagon, started the C. A. Worth
Drayage @ ‘ompany, and becamc one of the ploneLr families who devel-
oped San Francisco in the second half of the nineteenth century.

Mary and her son Reuben arrived 1n San Francisco durmg the
18505 after Charles had married Winnie Coffin, whom he had known
in Nantucket. Mary made he: 1‘[01’1’1{? with Charles and his ﬂ;m:lv until
she died in [896. L

The qmlts that Mary paeced conramed a w1de arm} of prmts‘ A
smiall, two- 51ded charm quﬁt that she made cirea 1880 for her grand

daughter Mabel measurm only 18 by 19 mchee “45 7 b} 483 ¢ cm}‘ yet
it contains 72 squares on the back and 480 mangies on the front,

with a realistic ]auﬁ«pnnt border on three sldes The mUIUCO]Dl‘Ld

- shirting and dress prints are set in a hghr/ dark armngtmenr

Jennie Laura Forvor: Neville U,869-19SI) of  Grayslake, [llinois,

learned qut]tmcr from her mothel, Merub Forbu: Barton Forvor
(1840-1926). Merub Forvor is bel wvcd to have helped hand pwu’ the
507 isosceles trlsmaﬂes n [ennre s charm quile e
Jennie’s hand- pleccd quilt, made about 1889, includes more than a
dozen prints with desrcm of 1ed aLoms tiny red and black stars, black
arrows, lovebirds, a dﬂlda rattle, croquct hoﬁpq and common pins.
Jennie made pieced, geometric b]mk-sty]e qm]ts before and shordly
 after her ma'r'ri"fge in 1891 to Everrett B. Neville. While raising her six
children, she qmlrcd crocheted, did neecﬂewmk worked i in her ﬂowe
garden, and helped with church sewmg citcles and the Red Cross.

- In her sixties and sewntmq when she had amplc time to make

-qu1Its, instead of rerumm-g to the geomemc—styk- pieced qudts bhﬁ‘

had made (mcludmg one charm quzl she turned instead to making'

the new floral appﬁqﬂe qu{lt patterns or qmlt kits that she purchascd

~ from the McElwain Quult %hop in Walworth, Wisconsin. She com-

pleted ten quilts in fourteen years, starting with an Ohio Roese in [932
and ending with a llower Wieach i 1946, five years before she died.

Some charm quilts were made by young unmarried women like

Jennie Fotvor, but most were made by married women with children.

Of the twenty Lo charm quilt rﬁakers identified from the 1860s to

1930s, ﬁfreen were between thirty and sixty Vearq old. Mary Worth

made her two-sided qm[t when she’ Wwas seventy- EZ[EJ‘H years old:

ABOVE: The _tWG-éided charm doll quilt by Mary Alley Worth.
One side of the quilt has 480 small right triangles; the other has

n squares,

Photopraphic portrart courtesy of Barbara Worth Whitely, Mary Worth s preat-great

_gmmfd:m\gbfrr Outlt frons the anthor’s collection

BELOW: This charm quilt made by Jennie Laura Forvor includes
more than a dozen prints arranged in a hit-ormiss pattern of light

- and dark fabrics. Cotton, 507 pieces in thirteen rows of 39 pieces,

69 x B8 inches (175.3 x 223.5 cm).

Phategraphic porreart and guilt cosertesy of the farmly of Jermie Forvor Neville




A version of this
article appeared in
Volume 17,
1996, of
Uncoverings,
the annual
publication of the
American Quilt
Study Group,
660 Mission St.,

that the fabrics originally were different colors,
but due to fading or unstable dyes, they now
appeat to be the same color.

CENTENNIAL PRINTS

The International Centennial Exposition, held
in Philadelphia from May 10 to November 10,
1876, to celebrate the first century of our country,
seems to have fueled the popularity of charm
quilts. Fabric mills produced a number of com-
memorative prints for the occasion and even sold
some of the fabrics before the exposition opened.

Although the prints were often red, white, and
blue, most of the centennial prints were in the
popular colors of the 1870s—medium brown,
dark brown, rusty red, and gold. The yard goods
featured the American flag, the bald eagle, the
Liberty Bell, the Liberty Cap, drums, swords,
rifles with bayonets, torches, and other familiar
motifs. The word “centennial,” the dates
“1776-1876," and stars of all sizes also often
appeared within the design.

Centennial prints were used widely in charm
quilts of this period. Quilters who attended the
exposition could purchase some of these special
vard goods, or perhaps Papa brought them home
for the charm quilt his womenfolk were making.
Eighteen Pennsylvania charm quilts found in my
research contain centennial prints highlighting
the years 1776 and 1876, with the eagle, stars,
cannon, flags, Liberty Bell, and Liberty Cap in
the design. The inclusion of a centennial print in
her quilt may have subtly expressed the patriotic
feelings of a quilt maker.

CHARM QuiLts TopaYy

Charm quilts continued to be made through
the 1940s. The quilt revival that started before
1920 and grew substantially in the next two
decades was no doubt fueled by growing numbers
of publications on the subject. Quilt patterns,
quilt-making hints, articles about quilts, and re-

Ste. 400,  ports of contests and exhibitions appeared regu-

San Francisco, CA  larly in daily and weekly newspapers. The advent

94150-4007.  of full-color illustrations shortly after the turn of
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the century gave quilt makers pattern as well as
color placement ideas. Farm magazines devoted
more space to subjects of interest to women,
needlework in particular, and women’s magazines
became more numerous.

Despite the new and increased number of
charm patterns available in the 1930s and 1940s,
charm quilts from 1920 to 1960 are not found in
the numbers that I expected. I dont know
whether they were made, used, and worn out, or
just not produced in any quantity. I have found
thirty-six examples from this period. Only six of
these quilts were made in the 1950s and 1960s.
Crafts again had become popular, and people
were doing all sorts of handwork besides quilting.

The 1971 Whitney Museum of Art exhibit
“Abstract Design in American Quilts” for the
first time featured quilts as art on New York
gallery walls. One of the quilts, with a faint tree
design, described only as a geometric scrap quilt,
was actually a charm quilt made up of 561 tri-
angles, later identified as Thousand Pyramids by
Jonathan Holstein in his book The Pieced Quilt. In
1980, quilt historian Cuesta Benberry's article on
charm quilts piqued interest in this “new” type of
quilt and inspired quilt makers to try their hand
at making them. The new wave of interest proved
to be more than a passing fad.

A two-part article by Benberry appeared in the
January/February 1988 issue of Quilter’s Newsletter
Magazine. Articles, photogmphs, and patterns
featuring charm quilts soon appeared in other
publications. Quilt guilds sponsored charm quilt
challenges and packet exchanges. A special
“Charm Exchange” section was added to the
“Quilter’s Exchange” column in Quilter’s Newsletter
Magazine.

Charm quilt making is once again popular.
The story of charm quilts will continue to evolve,
to the delight of future fabric collectors. 4

ABout THE AuTHOR. Pat L. Nickols is a quilt historian,
author, and lecturer, who also makes quilts on occasion. She
is working on a book on the subjerr of charm qu!f.ts. Uycm
have a charm quilt in your collection or have recently made
one, send a photo and any available information to Pat L.

Nickols, Box 9607, Rancho Santa Fe, CA 92067,



A Miniature
Charm Ouilt
to Stitch

DESIGNED BY
PAT L. NICKOLS

N THE SPIRIT of charm quilts,
also called ﬁ‘iendship qui]ts, Pat L.
Nickols's miniature quilt repeats a
single, simple geometric patch and dis-
plays each fabric only once. This quilt
has a patriotic theme and includes red,
white, and blue floral and fine-line prints.

To make the quilt, you'll need 126 dif-
ferent fabrics for the top plus 2 more for
the backing and binding. To accumulate
the large number of prints required, you
may wish to trade cuttings of fabrics with
friends and famil)/ as nineteenth-century
charm quilt makers frequently did.

It's easy to make a quilt that is larger
or smaller than the one shown here by
enlarging or reducing the size of the basic
triangular template, adding to or reduc-
ing the number of triangles in the quile,
or a combination of both. Hand- and
machine-stitching are equally suitable for
all phases of the quilt’s construction.

Triangles of patriotic cotton prints recall the printed
cotton fabrics produced to mark the Centennial
Exposition of [876. In the tradition

of charm quilts, each fabric is used only once.
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PREPARATION

The basic unit of the design 1s an
equilateral triangle measuring 24 inches
(5.7 ¢m) on each side plus a 1/4-inch (6-
mm) scam allowance all around. Transfer
the outlines for templates A and B onto
heavy cardboard or quilter’s templare ma-
terial. Using the templates, cut 108 trian-
gles and 18 half triangles. Cut approxi-
mately the same number of dark and
light prints. A template with a central
window of clear plastic will enable you to
align the template with elements of a
print that you wish to capture in the
patch.

On a flat surface or a felt-covered
board, arrange the pieces of fabric into 9
rows of 12 full triangles with a half trian-
gle at the beginning and end of each row.
Distribute  the special-interest prints
throughout the layout and fill between
them with the other prints. Try to alter-
nate dark and light fabrics and avoid
placing two prints of the same value next
to one another. Arrange the pieces so that
the light and dark pieces are evenly dis-
tributed throughout the quilt. Move the

62 PIECEWORK JULY/AUGUST

Figure .
Assembling
the triangles

Figure 2.
Assembling
the rows

pieces around and/or substitute new fab-
rics until you are satisfied with the
arrangement,

ASSEMBLING THE QUILT

Assemble each row of triangles from
left to right according to your layout,
using 1/4-inch (6-mm) seam allowances

(Figure 1. Assemble the rows from top to

bottom, taking care to match the points
and edges of the triangles in adjacent
rows (Figure 2).

On a flat surface, place the backing
fabric right side down. On top of it
place the batting and then the pieced
quilt top, right side up. Pin or baste the
three layers together. Hand-quilt each tri-
angle 1/3 inch (8 mm) inside the seams.
(Alternatively, machine-quilt along the
seam lines 1/4 inch [6 mm] inside each
triangle or tie the quilt with a doubled
strand of pearl cotton embroidery thread
at every third intersection of the seams
along each row.)

Using a straightedge as a guide, trim
the raw edges of the batting and backing
even with the edges of the quilt top.
Stitch around the perimeter of the quilt a
scant 1/4 inch (6 mm) inside the edge.
Cut the strip of binding fabric, piecing
shorter strips if necessary to obtain the
correct length. With wrong sides togeth-
er, fold the binding in half lengthwise.

With the binding facing the quilt top,
pin or baste the folded binding to the

- edge of the quilt, matching the raw edges.

Stitch the binding to the quilt with a [/4-
inch (6-mm) seam. Miter the corners
with a fold in the binding. Trim the raw
edges to 1/4 inch (6 mm), fold the bind-
ing to the back of the quilt, and slip-stitch
the folded edge to the backi_ng so that 1t
just covers the first line of stitching, %

Triangle template

1997

Half-triangle template
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X | Red Clover Rugs is proud to be licensed by the Shelburne
)| Museum to make adaptations of its historic hooked rug
% | collection. We offer over 24 challenging designs; each
. hand-drawn on 100% cotton monk's cloth for traditional and
L(gv punch-needle rug hooking. Each pattern comes with a brief
) | history of the rug and a color photo of the original. In
7 | addition, we offer supplies for traditional hand hooking and
(- | punchneedle rug hcoking including over 300 colors of
b&] 100%wool yamn + palterns + books + kits + handmade
A ‘2 hooked rugs and frames.

Catalogs $4.00
Ty Refundable with first order
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0 fgmzy or Quilts:
": then you need the source for what's new in today’s quilts...

g ART/QUILLT
Magazine

the magazine devoted to the art quilt.

[ ]
[
-
L ]
W Specials for Piecework readers:
- | year (4 quarterly issues) for $28. ($38 overseas)
L4 Sample copy $7 ($I0US overseas)
L4
[ ]

Nancy Crow at the Renwick poster $8 pp

[ **v(ﬂ R‘T/ Q_{HQT Book Service k%

W Great Books for Great Inspiration and Gifts

b Katie Pasquini: Fractured Landscapes $21.95

W GREAT NEW QUILTS! Visions IV: Quilt Art $21.95
M GREAT BOOK!!! from the Textile Museum exhibit:

W The Kimono Inspiration: Art & Art fo Wear $34.95

Michael James Studio Quilts $75.00

. Ruth McDowell: Art & Inspiration $29.95
e Nancy Crow Improvisationsal Quilts $18.95
. Add $3 per book s/h ($5 overseas)

%% % Send SASE for our list of books Y% %

*

L]

5 PO Box 630927 / Houston, TX 77263-0927
= fax 713/975-6072 (MC/V accepted)

CONVERGENCE 98
RHYTHMS & HUES

ATLANTA, GEORGIA
July 23-26, 1998

Convergence 98
PO Box 566533
Atlanta, Georgia 31156

www.weavespindye.org/convergence

RAYTHMS . ...a¢

= nanove SPHPIBIATORE 7 Ahvenica
HUES %;g .g}‘ ?;

& L]

SAVE YOUR BACK ISSUES OF
PIECEWORK

WITH
CUSTOM
CASES AND

o= BINDERS

Protect your back issues of PIECEWORK with clean, or-
derly, and readily accessible cases and binders custom-
madc for us in dark blue leatherette, embossed with gold
leaf lettering. Each holds 12 issues.
CASES: $8.95 each, 3 for $24.95, 6 for $45.95
BINDERS: $11.25 each, 3 for $31.85, 6 for $60.75
Send to Jesse Jones Industries, PieceWork, Dept. 95PWK,
499 E. Erie Ave., Philadelphia, PA 19134.
Enclosed is $ for cases; binders.
Add $1.50 per case /binder for postage & handling. Qutside Continental USA
(including AK & HI), $3.50 per case/binder (US funds only). Allow 4 to 6
weeks for delivery, 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.

Satisfaction Guaranteed!
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A PAGEFUL OF POSIES

Trimmings:
A Sampling of
OId Patterns

“Trimmings” offers a collection of patterns,

charts, and instructions that have been

gleanedfrom Old magazines dﬂd bOOkS tbat

are no longer generally available. These two

These vivid poppies make a most
effective corsage. They are simply
made from i ]lim’n of gl'lmg;'uill noy=
elty edge ribbon seamed and gathered
top and bottom—TFig. 1, The lower
edge is pulled in tightly around stem
and stamens attached.

pages of ribbonwork flowers and leaves are
reprinted from The Ribbon Art Book,
Vol. I, No. IL, published by Ribbon Art
Publishing Company, Inc, New York, New
York, in the early 1920s. Portions of this

and other vinmge ribbonwork publimt‘ions

are available in reprinted form in The Art
and Craft of Ribbonwork, Vols. I
and 2, published by Antiguity Press,
1734 Scott St., St. Helena, CA 94574.

From the collection of Candace Kling.

- A youthful hat or gown may go gavly
forth adorned with these dainty herry-like
flowers. 4 inehes of 1Y-ineh ribbon are
required for each flower. These are eut
and seamed as in Pig, 2. and turned in-
side out so that raw edges do not show :
stamens inserted and the ribbon gathered
at top as in Fig, 3. The fAower is then
uffed with bits of eotton gath-

«l at the bottom and
R shaped to resemble

N berry.

a

T!li‘s muny petaled flower reguires 8 inches of
Ys-ineh ribbon for each inner petal and 4
inches for outer. The petals are made as in
El . 6, The 14 outer potuls, sewed in o cirele
right to left, form a foundation for the 11
inner petals, which are lapped from left to
right, as in Fig. 7, under each other around
stamens, 'The stem is wrapped with floss and
finished with calyx.

Simplicity is the password one must use to be ad-
mitted to fashion’s realms and this flower motif on
chapeanx or frocks will readily gain one an entrep.
215 inehes of W-ineh ombre ribbon miake eacl pe

2 g Lul.
The ribbon is folded as in Pig. 4, gathered at the
bottom and wired as in Fig. 5. The stem is wrapped

with green floss.

—

—
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FLOWERS THAT BLOOM ON FROCKS AND HATS

Easter lilies of
white or pastel
two-tone ribbon
make a picturesque
trimming for the
| garden hat or the
|\ soft dress in pastel shades. Six
l pointed petals 414 inches long are
joined with a piece of white wire
i wld in place and fastened with
i
|
|

over-easting stitches, see Fig. 1.
The petals are gathered at bottom,
stem  attached and finished with

Fig. 3
calyx.

A length of ribbon twice
the width is ent and thread
ruan along 3 sides and
drawn together as in Tig.
2. The petals are gathered
under a eenter of jet beads,
The velvet leaves are made
as in Figs. 3 and 4.

The petals of this poinsettia
are made by rolling 2 oppo-
site corners with thumb and
forefinger, Fig. 5, and gath-
ering bottom of petal,
Fig. 6. The overlap-
‘ ping petals, Fig. 7, are
arranged around stam-
ens in tiers. 214
inches

Fig.8 Fig. 10

Corsages of exquisitely ecolored
sweet peas are both graceful and
modish. 3 inches of 1'%-inch
ribbon make the outer petal and
3 inches of 3-ineh ribbon the
centers of these blossoms. Rib-
bon for petal is folded in half,
corners folded under and held
with stitches, as in Fiz. 8, bot-
tom shirred and drawn up
tightly., The centers are folded,
as in Fig. 9, shirred at bottom,
| folded in half and gathered. as
i' in Fig, 10, Green floss covered
|

These delieately eolored wistaria petals lemd an
interesting touch to pillows. negligees or lamp-
shades. They may be used singly or together for
girdles, hatbands, or merely as decorative morifs,
Three inches of 1-ineh satin edged taffeta ribbon
are needed for each petal. The ribbon is gathered
as in Fig, 11, drawn up and wired as in Ilig. 12,
Thé stem is wrapped with floss.

wire makes stem.

[ —

|

et it e i
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Spring in The Garden, fourth
in the Four Seasons Samplers
Series, is just one of the special
features in Spring "97. Look for
designs from Nancy Nearing
and Diane Brakefield.

NEEDLEWO

M A G A Z2 I

NE®

Top Designers
Original Designs
Still Just $14.95!

he NeedleWorker is a
quart§rly magazine with articles,
projects, supply sources and
exciting ideas for your favorite

| needlework techniques.

Each issue offers features on
techniques such as cross-stitch,
sampler stitches, pulled work,
tatting, beadwork, quilting and
more, plus spectacular special
features from your favorite
designers and teachers.

ONE-YEAR SUBSCRIPTION
$14.95 U.S. US$17.50 CANADA

). Send check or money order payable in U.8.Dollars to:

?-<"'>?"<>’
Y 94 THE NEEDLEWORKER:
W ) Dept. PJ]7

N P. O. Box 6634

Concord CA 94524-6634
’ Satisfaction guaranteed or your money promptly refunded.

Send $3.00 for our
full color catalog

Credit Card Orders

YLI Pure
Silk
Ribbon

Best Price!
$1.85 for 5 yds.

Specialty Threads, Yarns, Ribbons and
Cords for the Needle Artist

Hand-dyed Silk Ribbons,
The Caron Collection Embroidery Threads,
Kreinik Metallic Threads,
Anchor Marlitt, Rayon Floss,
Full-line Madeira and Sulky Threads,
YLI Silk Threads, and much, much more!

-
re&c/ B

may call
1410 Broadway
800-955-8185 Paducah KY 42003
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BACK ISSULES

U JULY 1997 s495

Ribbonwork, Summer Hat

U MAY 1997 s$4.95
A Sampler Extravaganza

U MARCH 1997 $4.95
Scrap Rugs, Remnant Quilts

L) JANUARY 1997 $495
Slovakian Cutwork, Lace Knitting

J NOVEMBER 1996 54.95
Chinese Embroidery

() SEPTEMBER 1996 5495
Ellis Island: Old World Crafts

U JULY 1996 5495
Icelandic Lace Knitting

C) MAY 1996 5495
Sock Top Quilts, Knitted Coverlets

[ MARCH 1996 $495
Bobus Knitting, Chinese Blue-
&-White Cross-Stitch

) JANUARY 1996 5495
Norwegian Knitting, Beaded Tatting

] NOVEMBER 1995 $4.95
Hardanger, Burmese Embroidery

] SEPTEMBER 1995 5495
Kilt Hose, Tapestry Crochet

U MAY 1995 s495
Japanese Embroidery

YESI Scnd me the PIDCEWORK back issues
checked above, Here's my check /money

order in US. funds for $

including s&h (see chart opposite).

Colorado residents add 3% sales tax.

Charge my [d VISA [ MasterCard
A Discover

[ American Express

Credit card #

() MARCH 1995 5495
Needle Tatting, Ribbon Embroidery

1 JANUARY 1995 s4.00
Japanese Silk Braids, Peruvian
Knitting, Trapunto Quilting

U NOVEMBER 1994 $4.00
Shisha Embraidzty, Basimh’_y

() SEPTEMBER 1994 $4.00
Sashiko, Shibori, Ganseys

U JULY 1994 s400
Hawaiian Quilts, Chinese Badges

U MAY 1994 s400
Rickrack Braid, Bead Knitting

L] MARCH 1994 5400
Mourning Quilts, Buttons

(] JANUARY 1994 $400
Kanthas: The Embroidered Quilts
of Bengal, Hooked Rugs

L) NOVEMBER 1993 $4.00
Hmong fAmish Quilts

[ SEPTEMBER 1993 $4.00
Nzedlrkniuingfrnm Ancient Peru

(1) PREMIER ISSUE s$4.00

Deerfield Embroidery, Irish
Crochet, Pine Needle Basketry

Shipping & Harldllng
If order totals.....c..cu.
$5.50 & under-...

$5.51 0 $1000.

Exp. date

Signature

Or for credit card orders, call (800) 645-3677.

Ship to

Address

City /State [Zip

Phone

PS. If you dor’t want to tear this page from your magazine, send a photocopy, or

let us know in writing which back issues you want.

t 3) INTERWEAVE PRESS
201 East Fourth Street, Dept. A-PA
Loveland, Colorado 80537-5655

(800)645-3675; fax (970)667-8317




Only the best count

Top quality linens hand dyed with
only the best natural ingredients

Linen Material in
6 size counts in 40 dyed colors
Sample rings $15.00; free upgrades
Sample packs $30.00

Hand dyed linen thread in 20/2
weight, 30 colors (other weight
available on special order)
Sample ring $10.00; free upgrades
Other fibers available
Natural Alpaca wool 5 colors
Kid fiber (mohair) 2 weights
Safari fiber (cotton/rayon) 2 colors
Hand dyed silk ribbon 2 and 4 mm
Fiber sample card $5.00

web site
http://iwww.sove.net/~mitlfrah
e-mail at: mitlfrah@sover.net

Green Mountain Hand Dyed Linens
PO Box 206
North Clarendon, Vermont, USA
05759-0206

q@itm, |
Spin-Off!

Every issue of Spin-Off
: magazine offers knit-
ting patterns and |
1 projects. Published by ;

Interweave Press, this

quarterly also pro-
vides the most com-
| prehensive  coverage
of spinning available
- ] roday. No matter
| how you work with | &
1 fiber, Spin-Off is sure &
to help you find |

many new WBYS to

enjoy your craft.
To subscribe (1 year,
US., $24), call 800- J§*
645-3675, Dept. A-PB. §
INTERWEAVE PRESS
201 East Fourth Street
Loveland, CO 80537-5655

g

= f %

finely crafted oak needlework & quilting frames

FIBER

70+ silks, crepe de chine, charmeuse, organza,
jacquards, cotton, rayon, and remnants

-
Z
COLOR ?
vibrant, nontoxic fabric paints & dyes for every fiber 3

ETC.

complete supplies for textile arts & surface design

(800) 442-0455 OR FAX (707) 433-4906

=

3/ oﬁners of any era will l)e é]at] ](f;t!m new offering Charted t;]t;,msf book and \g

uct reviews, costuming in ¢ ce, a comprehensive calendar ot costume
C tLe world and wﬁ m%rszthe& a(:]d ﬁocurn articles make Costume
& Dressmaleer a must-have for the sefious costurner. Bi- moni:l]l'v $18 per year.

4500 19th St #298, Boulder CO 80304-0619

The magazine for serious costumers

4
PIECEWORK

ALL THIs By HAND

Six times a year this wonderful magazine
brings you a panoply of handwork techniques—
for embroidery‘ crochet, quilting, cross stitch,
beadwork, knitting, basketry, lace making, needle-
point, and other traditional crafts. PIECEWORK
also tells the stories behind these techniques, the

ethnic and historic traditions that have given rise to the exquisite fibers
and fabrics that fill the maga-

zine’s pages.

Make sure you keep in touch
with PIECEWORK by subscrib-
ing or renewing today (I yr,
US., $24). Call 800-645-
3675, Dept. A-PB to place

your order.

;m]i.) INTERWEAVE PRESS
201 East Fourth Street, Loveland, CO 80537-5655 (800) 645-3675
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OUR EXTENSIVE
CATALOGUE in-
cludes kits, charts,
books on early
textiles, sewing tools,
our exclusive linens,
custom framing of
needlework in appro-
priate period style
frames with archival
materials, and genuine

antique samplers.

The mayority of our
goods are available
only through THE
SCARLET LETTER.
Catalogue $4.00.

TYE feature over 130 of the finest muse-
] um & historic reproduction samplers

Scotland, Germany, and Holland.

THE SCARLET LETTER
P.O. BOX 397, SULLIVAN, WI 53178

* White and Fawn Cas

FINE FIBERS

1
-
Ne Full Sample Catalog
Varn and Fiber — $75.00.

now over 100 samples

Lambspun ‘Bulky Club
Special Savings en bulk mail order!
Receive Yarn and TFiber samples
plus newsletter bi-mentfily for ene year.
Close-outs, test marketing — the very
[finest of Lambspun products.
$7.00/year  $18.00/3 years

Ovder Now!
7-800-558-526.

1101 ‘East Lincelpn Ave. . . Collins, €O 80524
00} 49AQ0 « Spuag YIS/OULII « SIpEYS
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INTERWEAVE

BEYOND THE BASICS

F YOU WANT IT,

you can knit it—
that’s what the edi-

tors of Interweave Knits

believe, and every proj-
ect in the magazine is
clearly illustrated to
help you succeed. De-
signs are inspirational,
sometimes classic, some-
times contemporary, al-
ways exciting. To reflect
knitters’ individuality,

alternate  yarns and

colorways are suggested.

And you get a bonus
with your Interweave
Knits subscription. Twice
a year, a special sub-
scriber newsletter fea-
tures projects by staff
and

readers, vintage

patterns, and lots of
your news about knit-
ting.

paat®
HF BASICS

e Make sure you re-
“PREMIER .‘SSUE
ceive Interweave Knits
and your free newsletter
by subscribing today (1
U.S., $24). To
place your order, call

Dept. A-PB at 800-
645-3675.

Color

year,
Gloves that

will Knock Your

£ ) INTERWEAVE PRESS
201 East Fourth Street

! Loveland, CO 80537-5655

(800)645-3675




Ihe Artful Ribbon
Candace Kling

C&T Publishing, PO Box 1456, Lafayette, CA

94549, 1996. Softbound, 144 pages, $25.95.
ISBN [-57120-020-7.

For years, ribbon lovers, flower
lovers, and romantics have been beg-
ging Candace Kling to put her ideas
and techniques for floral ribbonwork
into a book. The Artful Ribbon is finally
out and 1s a joy to read and use. Sim-
ple instructions and drawings show

you how to make thirteen variations
of roses, twenty styles of leaves, and

panstes, fuchsias, berries, tendrils,
buds, stems, and stamens.

The flowers are easy to master and
fast to make. All you need to start is
ribbon, needle, thread, and crinoline.
Tricks of the trade are in a section at
the back of the book. Be sure to read
it first—the hints will help you ma-
nipulate the ribbon more easily.

The Artful Ribbon is a true how-to
book. Only seven pages are given to
history. Photographs of 1920s rib-
bonwork from private collections and
museums tllustrate most of the in-
structions; the rest are illustrated with
Kling’s work. Thirty-two ribbon and
trim sources put every supply you
might need at your fingertips.

Add a feeling of elegance and ro-
mance to an evening bag, embellish a
flower girl’s basket, make a corsage as
a lasting momento of a silver anniver-
sary, or assemble a bouquet of glim-
mering silk roses to lift your spirits.
Individual flowers make up in just a
few minutes. You can have a whole
bouquet in an afternoon!

—Nancy Nebring

A Communion of the Spirits: African

American Quilters, Preservers, and
Their Stories
Roland L. Freeman

Rutledge Hill Press, 211 Seventh Ave. N, Nashville,
IN 37219, 1996. Hardbound, 396 pages,
$34.95. ISBN 1-55853-425-3.

“The way I do these quilts is when

the spirits talk to me. ... They talk to

you too. That's why you're here.”
—Betty Tolbert, quilter

[ planned to skim the text and skip
around to find points of special inter-

est in this book’s nearly 400 pages.

Instead, I read the whole book. I felt

like Alice in a textile Wonderland—
the quilts, faces, and moving stories

saying “eat me and “drink me.”
“Growing up with Quilts,” the story
of Freeman’s childhood, is a door into
the world of African-American quilts
and the spirit (and the spirits) of
those who made and still make them.
The book spirals from Freeman’s
experiences with his family’s quilts to a
presentation of quilts from thirty-
eight states. The story becomes a
large, but never impersonal story—tull
of quults, history, scholarship, and oc-
castonal controversy. Freeman’s in-
volvement with quilts expands, as he
becomes photographer, folk-life docu-
menter, and quilter. The story natural-
ly widens, person by person and com-
munity by community, and deepens,
as he deals with his serious illness.
You are with Freeman the day he
takes pecans to quilter Betty Tolbert’s
house and—after eight months of
trying—finally gets to talk to her.

Was he successful at last because he

1997
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had slept under one of her quilts the
night before?

With him, you visit the spot on the

road where Hystercine Rankin’s father
had been shot when she was a child—

an event that she records in a quilt.
He visits quilters whose names you
know—DRosa Parks, Faith Ringgold,
Alice Walker—and countless men
and women you come to know briefly.

The quilts are set like jewels within
the quilters’ stories, and the quilters’

stories are gathered and illuminated by
Freemans’s story. The quilters are often

photographed in their houses and
yards and among their quilts. Each
photograph 1s a piece of the extraordi-
nary mosaiclike quilt this exciting
book makes, reflecting a geography
and a history of African-American
quilting that 1s still being uncovered.

—Veronica Patterson

Four Crochet Pattern Books
Lacis Publications, 3163 Adeline St., Berkeley, CA
94703, 1997. 96 and 144 pages, $18 and $20.

Four new books from Lacis will
appeal to textile collectors as well as
crocheters of all abilities: Crochet: Nov-
elties from Turn-of-the-Century Sources;
Crochet: Edgings and More from Turn-of-

the-Century Sources; Crochet: More Edgings

from Turn-of-the-Century Sources, all edit-

ed by Jules and Kaethe Kliot; and
Crochet: Edgings and Insertions from Early
20th Century Sources by Eliza A. Taylor
and Belle Robinson. Drawing from
hard-to-find favorites, such as the
Priscilla publications and the books
of Adeline Cordet, Ann Orr, and oth-

ers, these new books reproduce hun-

\/

dreds of early crochet patterns.
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Beads, # Dynamite
Findings, Selection,
Japanese Blowout
Seed Prices!
Beads, Send S3
Gems, for our 232
Books 4 AN R . Poge color
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®"Friendly
Service”

28195 Redwood Hwy. Dept. 9121
Cave Junction, Oregon
97523-9304

Fine natural
fiber yarns and
accessories for

handknitters

We specialize in SOCKS!
Everything from
yarns and patterns

to books and needles.

Mailorder Catalog

Send or call for our free catalog.

Plew Address!

1417 South 1100 East
Salt Lake City, UT 84105

(801) 487-9378

PIECEWORK JULY/AUGUST

Polly Murdoch, 1787

Polly Murdoch, age 12, stitched her

sampler using a variety of stitches with
colors of green, gold and brick. This
sampler is available as Kit-silk $62.00

DMC $40.00 Chart $11.00 For catalog
of other samplers send $3.00

Threads of Gold
200 §. Orange Ave.
Dunn, NC 28334
910-892-3083

S0 (T 2 R BCDEE GHIRLITCPYS
o1 23456 785 [O1]

Preserve and Protect Fine Textiles and
Heirlooms in an Acid-free Environment

ACID FREE TISSUE: Safeguard against acid ORVUS WASHING PASTE: Completely
rot. 20 sheets $4.50; 100 sheets $18.00 neutral soap. 1-Ib. jar $7.00; 2-Ib. jar $11.00

ACID FREE STORAGE BOXES: SODIUM PERBORATE: Safely whiten old
15 x 11 x 3, $13.50: 20 x 16 x 3'/2, $18.00 linen. 1-lb. jar $7.00; 2-Ib. jar $11.00

Shipping: up to $20 add $3; over $20 add $5

MINI-MAGIC, 3910 Patricia Dr., Columbus, OH 43220
(614) 457-3687 * FAX (614) 459-2306

for the crocheter,
historian and
collector, designs

ROCHET

Edgings & Insertions

vormn thie Easty 208y Cernus g and projects from
M‘EN DER ROSE y—y ,1 $18.00 T h]”,n_ Ojfcf o
ol 6.793 § century
8~ sources
THE NEW 1997 b CROCHET
COMBINED CATALOG -

features original designs for
counted thread, samplers,

More Edsinss

from Turn-aefthe-Cenrury S

- " i

|

. . g

i ity o A

| .

3 s

| v f |

Jf” Srcas
o

beadwork, & embroidery, along
with a revised Cat. 1870 filled
with reprints of patterns from the
late 1800’s for Berlin work,
counted thread, beaded bags,
crochet, clothing, tatting, etc.

Novelties
from Turn-of-the-Century Sources
nobearl by Jules & Kagthe Kot

postage

$3.00 + %1.00/book
(CA residents add sales tax)

For catalog send $1.00 to:

The Lavender Rose Cat. 1870
PO. Box 1365
Snohomish, WA 98291-1365

visit our web site at
www.lacis.com

I AL IS S e

tel: 510-843-7178 fax:510-843-5018
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S S
Wild Rose to Crochet Q Q
continued from page 49) t Q
S S
nd 4 (De, 3 de, ae, 6l st) into each ch-5 loop. S S
nd 5: (Ch 6, sl st into sl st of prev rnd between next 2 petals) 2 t
S5 times. S S
nd 6: 10 sc into each ch-6 loop. Q Q
na [:** (Ch 4, sk 1 sc, sl st in next sc) S times, ch 4, * turn, S S
(sl st in next ch-4 sp, ch 4) S times; rep from * twice, (sl st Q t
in next ch-4 P, ch 4) 4 times, sl st in next ch-4 SP, sl st S N
down left-hand side of petal, sl st in base of petal, rep from Q amplel‘s :
4 umes. N Counted thread sampler kits and chart packs.
nd 8: * working over #20 thread pc, 2 sc in each loop of right W Authorized reproductions, designed from authentic
side of petal, (sc, 3 dc, sc) in each of S loops at top of petal, antique samplers in Canadian and European
2 sc in each loop of left side of petal, sl st in base of petal; museums, as well as private collections.
rep from * 4 times. Fasten off both threads. 2 Kits are worked on 100% natural or dyed linen. Q
nd 9: Join thread at top of a scallop on outside edge of petals, S For a Color Catalog S
ch 4, cl, ch 4, sk scallop, sc in top of next scallop, * ch 8, sc & send $3.00 to: Q
between next 2 scallops, ch 8, sk scallop, sc in top of next S The Essamplaire S
scallop, ch 4, cl, ch 4, sc between next 2 scallops, ch 4, cl, ch § 4126 - 44th Street, Red Deer, 2
, sk scallop, sc in top of next scallop *; rep * to *, ** ch 8, S Alberta CANADA T4N 1H?2 S
sk scallop, sc in top of next scallop, ch 8, sc between next 2 b Phone: (403) 347-3574 « Fax: (403) 347-404 S
scallops, ch 4, cl, ch 4 **, sk scallop, sc in top of next scal- 2 Wholesale Inquiries Welcome 2
lop, ch 4, cl, ch 4, sc between next 2 scallops; rep ** to **, sl \f VI IIIIIIIY,

st in Ist ch of beg ch 4 (16 loops evenly spaced around rose).
nd 10: Sl st to top of loop behind knot, * ch 4, cl, ch 4, sc in

next loop, ch 9, sc in next loop, ch 1, turn, 12 sc in ch-9
loop, turn, sc in each sc, turn, ch §, (sc in 4th sc from hook)
3 times, turn, (sc, hde, S dc, hdg, sc, sl st) in each ch-5 loop,
sl st in side of petal, sl st in sc, (ch 4, cl, ch 4, sc in next
loop behind knot) twice; rep from * 3 times, ending with sl
st in beg ch.
nd 11: Sl st to top of loop, * ch 8, sc in top of first petal, ch
8, sc in middle petal, ch 8 sc in last petal, (ch 8, sc in next
loop) 3 times; rep from * 3 times, ending with sl st in beg
ch.
nd 12: Sl st to top of loop, * ch 6, sc in next loop, ch 10, sc in
next loop, (ch 6, sc in next loop) 4 times; rep from *, ending
with sl st in beg ch.
nd 13: 6 sc in each ch-6 loop, sc in each sc and 10 sc in each
ch-10 loop around. Fasten off. Darn all loose ends of thread
into the back of the work and trim them.
Following the directions for salding the fabric (page 49),
rim the linen to 9 inches (22.9 cm) square. Cut a square from
one corner of the handkerchief to match the size of your wild
rose square. Sald the edges of the fabric, including the recessed
corner. Overcast two edges of the crocheted square to the cor-
ner cutout. Work the edging around the entire handkerchief as

if the wild rose square 1s an extension of the fabric.
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Stumpwork Flower
(continued from page > 3)

WORKING THE LEAF

With Fir silk, lay a single thread

across the wire frame from the base of
the leaf to the tip. Couch the thread

to the muslin every 1 /8 inch (3 mm)
with contrasting thread. Fill one side

of the leat with needle lace (Figure 5).
With gold silk floss, fill the other side
of the leaf (Figure 6). Work button-
hole stitch over the wire outline—

gold on the gold side of the leaf and

Fir on the green side. Remove the
couching.

ASSEMBLING THE SPRIG

Cut a length of wire 8 inches (20.3
cm) long for the stem, then wrap the

center of the wire with | strand of Fir
silk floss for about 3/8 inch (1 cm).
Fold the wire in half and tightly wrap
both strands together for 1/2 inch
(1.3 cm). Continuing where you left
off, wrap the leaf stem together with
the main stem for about 1/2 inch (1.3
cm). Wrap the leaf stem alone up to
the leaf and back to the main stem.
Continue to wrap the main stem
alone to about 1Y2 inches (3.8 cm)
from the ends. Gently pull the wrap-

ping thread between the two wires of

the stem and twist the wires together
once to secure it.

Push the ends of the wire through
the background fabric, and couch the
upper part of the stem to the back-
ground. Place a petal in position.
Push the ends through the fabric.
Twist the wires together on the back
of the fabric. Sew them down so that

Full-size patterns for the petal and leaf.

the stitches cannot be seen on the
right side. With a needle, thread the
ending tail of yarn from the petal to
the wrong side of the background.
Finish the thread so that it cannot
been seen on the right side.

Repeat the procedure for all of the
petals. Fill the center of the flower
with 1/4-inch (6-mm) lengths of gold
purl stitched, one at a time, onto the

background fabric with 1 strand of
gold silk.

ABouT THE AUTHOR. Sharon Coben teaches
smmpwork throughout the United States and

publishes her needlework designs through her
business, The Nostalgic Needle
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Nothing can beat the artistic sub-
tleties of hand-dyed variegated
threads from the CARON Collection.
This stunning collection of threads in
silks, cottons and wool-silks will
make any needlework project go
from ordinary to extraordinary. We've
got exotic threads too — like goat

that totally unique look. And our
designer patterns range from begin-
~ ner to advanced. Send in the coupon
and $5.00 for a full color shade card
for our impressive selection of colors
and threads and we’ll enclose a free
thread usage chart, too. Your needle-
work need never be ordinary again.
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FOR THE THREADS THE BEST DESIGNERS ARE USING

Ndme

Enclosed is 55 00 Pleuse send me a full color shdde card

Address

(nv/ State/ Zln
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What is Stumpwork?

This type of embroidery 1s characterized
by 1its high relief with areas of applied
various materials.

The Royal Sampler

Don’t miss our exclusive
Stumpwork Box Collection. Create your
own stumpwork with our complete Kkits.
New Kits now available.

Free Brochure or
$3.00 for Complete Catalog

Pillows-N-Pictures
3457 N. Umversity, Suite 220,
Peoria, IL 61604 (800) 297-1072 24 hr.
Fax (309) 243-7157



4 SAN DIEGO, CALIFORNIA. Through mid-
October. The Beaded Universe, an in-
ternational exhibit of ancient and mod-
ern beadwork. Mingei International
Museum of Folk Art. (619) 239-0003.

+ SAN DIEGO, CALIFORNIA. August 8-10,
Dimensions in Dolimaking, the seventh
annual exhibit held in conjunction with
San Diego Quilt at the San Diego
Convention Center. Contact Karen
Whitney, (619) 460-8545.

4 SAN JOSE, CALIFORNIA, July-August.
The American Museum of Quilts and
Textiles hosts exhibitions and classes
on quilting, lace work, and wearable
art. 60 S. Market St., 95113. Contact
Lourene, (408) 971-0323, ext. 10.

4 DENVER, COLORADO. September
26-28. Weekend Lace Retreat at the
Warwick Hotel. Bobbin lace tech-
niques, tatting, needlelace. Contact
Point Ground, 124 W. Irvington PI., 2nd
Floor, 80223-1539. (303) 777-9701.

4 HARTFORD, CONNECTICUT. Through
August 3. Paisley—Persia to Paris, an
exhibition tracing the history of the
paisley pattern from the eighteenth
century. The Wadsworth Atheneum,
600 Main St., 06103. (860) 278-2670.

4 SALEM, MASSACHUSETTS. September
24-27. Seventeenth Century Embroi-
dery Arts Symposium. Contact Jennifer
Evans, Peabody Essex Museum, East
India Square, 01790. (800) 745-4054.

4 WEST SPRINGFIELD, MASSACHUSETTS.
August 22-24, CraftAdventure '97, the
twenty-fourth annual contest and ex-
hibit. Categories include dolimaking,
quilts, rugs, needlework, lace, knitting,
crochet, weaving, spinning, and bas-
ketry. Entry forms due August |. Re-
quest brochure from CraftAdventure
’97, 1305 Memorial Ave., 01089. (413)
787-0158; fax (413) 787-0127.

4 DULUTH, MINNESOTA. July-August.
Week-long workshops include Pieced,
Painted, and Dyed: Color and Design

in Quilting; Creating Beaded Figures;
Personal Imagery in Quilting; and
more. Split Rock Arts Program, 306
Wesbrook Hall, 77 Pleasant St. SE,
University of Minnesota, Minneapolis,
MN 55455, (612) 624-6800.

4 ST. PAUL, MINNESOTA. Through June 14,
1998. Bead Dreams: Future Visions, a
national juried exhibition of seed and
bugle bead works. Slide entry deadline
is October |. SASE to Bead Dreams,
Goldstein Gallery, 244 McNeal Hall,
1985 Buford Ave., University of Minne-
sota, 55108. (612) 624-7434.

4 NEW YORK, NEW YORK. Through
August 17. The Four Seasons, an exhi-
bition spanning three centuries of fash-
ions associated with the seasons. The
Metropolitan Museum of Art, 1000
Fifth Ave., 10028-0198. (212) 570-3951.

4 ASHEVILLE, NORTH CAROLINA. July
17-20 and October 16-19. Craft Fair of
the Southern Highlands. (See page 12.)

+ DEXTER, OREGON. September 10-14.
First Annual West Coast Felting Ex-
travaganza—workshops and confer-
ence. Contact Kathe Todd-Hooker,
Colour Company, 3023 Randi Ln. NE,
Salem, OR 97305. (503) 585-3853.

4+ ALLENTOWN, PENNSYLVANIA. Through
August 16. Winds of the Aegean: Greek
Embroidery from the Allentown Art
Museum, Fifth and Court Sts., PO Box
388, 18105-0388. (610) 432-4333.

4 GATLINBURG, TENNESSEE. July-August.
Arrowmont School of Arts and Crafts.
Classes include Bead Embroidery;
Color, Fiber, and Felt Fantasies; Embell-
ishment; and more. PO Box 567, 37738,
(423) 436-5860.

4+ HousToN, Texas, October 26-28.
Boxes Under the Bed conference, host-
ed by International Quilt Festival. Con-
tact Boxes, Alliance for American
Quilts, 7660 Woodway, Ste. 550, 77063,
or Kim DeCoste, (713) 781-6864,

ext. 127,

CALENDAR

Upcoming events

4 VICTORIA, TEXAS. September 12-14,
Call for entries. Seventh annual Fabric
of Our Cultures. Dolls, counted cross-
stitch, embroidery, crochet, tatting,
needlepoint, quilts, and more. Deadline
July 15, Contact Cultural Council of
Victoria, PO Box 1758, 77902. (512)
572-2787.

4 WILLIAMSBURG, VIRGINIA. October
31-September 8, 1998. Virginia Sam-
plers: Young Ladies and Their Needle
Wisdom, a series of exhibits focusing
on Southern decorative arts at Colonial
Williamsburg’s Dewitt Wallace Gallery.
Contact Public Relations Dept., PO Box
1776, 23187. (757) 220-7286.

On display at DeWitt Wallace Gallery,
Williamsburg, Wrginid, through September 8,
1998. Sampler by Sarah Bruce Butt, Lower
Norfolk County, Virginia, June 18, 1811.

4 MEXICO AND PUERTO RICO. January
16-26, 1998. Quilting Cruise with Kaye
Wood aboard the Zenith. Lectures,
demonstrations, classes, and discussion
groups, with stops in Mexico, Costa
Rica, Columbia, Aruba, Yirgin Islands,
and Puerto Rico. Contact Atrium
Travel Agency, (800) 322-9327.

Please mchyour event information at least threc
months before the month of publication. Listings
are made as space is available. Although we try
to include as many events as Possiblt, we cannot
guarantee that your listing will be included.
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€€ and TOUCH the fabries! ™

' Now you can have fabric counts & colors at your I
fingertips: simply order our SWATCH CARDS of
| Zweigart Fabrics. A 1-inch sample of each kind of
| fabric is included and printed bands show the |
variety of colors. The swatch set is just $17.50 (or
| a colors-only set is $5.00) plus $3.50 shipping. I
Call our FREE HOTLINE to order your swatch

| cards, get information, and order fabric. '
® My name is

Quick Craft <3 v :

. . - City State
Video Kits & zp Phone |

k. Check# ____ Cash$ ____or call with bank card #.

AW | Garaftsmen’s 14002342608 |
#2010 Knitting Unspun Silk; | "Dtudio Dept. P, 2727 Ring Ad. |

#2020 Weave a Tubular E-mail CraftsmenS@aol.com  Greensboro, NG 27405J

Cardwoven Neckpiece;
#2000 Drop Spindle Spinning.

128 Page

Video Kits include all the materials you
need plus a how-to video. Everything
all in one package... Start right away

and make some great projects!!!
From America’s Largest Quilt Shop!

Only $29.95 each , _
Featuring all the fabric, books, patterns and

$4.00 p/h 1st kit $1.00 each addt'l kit quilting goodies you could wish for. Send
your name & address today! Your catalog

Call today 800 848-0284 will be mailed without delay. Send to:

http://www.victorianvid.com 1@6 ML TP
Our FREE CATALOG includes over ]D Pvl\r(e alamg
. . . ept.

150 how-to textile handcraft videos Route 258, PO Box 1618

PO Box 1540 Colfax, CA 95713 Centre Harbor, NH 03226-1618

_Full Color
Quilting Catalog

Visiting Denver? Come by the

Rocky Mountain

Quilt Museum
and

Quilt Market Gift Shop

1111 Washington Avenue in Golden, CO

Museum and Shop Hours:
Tuesday through Saturday
10:00 A.M. to 4:00 P.M.
303/277-0377

Currently exhibiting Then and Now:
Another View

Broider Wul
Caron Collection Fibers
Trebizond Twisted Silk Threads
Gold and Silver Real-Metal Threads
Needlework and Costuming Books
Scissors, Fancy Tools, Accessories

Catalog $5.00 (refundable with $30 order)

Eﬁf =~
/o)

\Jé[é([g Q/L()g ﬂandworéj

P.O. Box 45384  Westchester, CA 90045
(310) 670-6040

ALLEN’S BASKETWORKS
BASKETRY SUPPLIES

TRY OUR NEW GRAPE VINE
RATTAN REED, SEA GRASS,
CANE, RAFFIA, PAPER TWIST,
GOURDS, HOOPS, HANDLES,
DYES, BOOKS, AND MUCH MORE.
LONG SASE FOR CATALOG.

11008 SE Main St.
Milwaukie, OR 97222
(503) 238-6384

SURFACE DESIGN OCIATION

BOOKS to ORDER
Liberated Canvas, CORNELL 23 ppd
Decorative Tassels/Cords, MITROFANIS *23 ppd
Girlhood Embroideries, RING *95 ppd

FREE BOOK SEARCH/CATALOG *1.00
Check out the latest on our home page
http://www.needleworkbooks.com

Hard-to-Find Needlework Books
96 Roundwood, Newton, MA 02164

Pittsville, Wl 54466

© Since 1959 N o
| rs with wool, books,
¢ buttons,

: (715) 884-2829

707.829.3110

PIECEWORK JULY /AUGUST I987

Wholesale prices available.

i (715) 8842799

617-969-0942 tel/fax
- AH@KiNGh
- HO@KINGO =
o The only ::
P full-color
i international
& magazine
E for those
e who create
= and delight in
o hooked rugs
T
i Send $3.00 for sample issue:

. Rug Hooking Magazine

i 500 Vaughn Street
| Harrisburg, PA 17110-2220
1-800-233-9055 ;

s B
Sreara

=



http://www.victorianvid.com
mailto:CraftsmenS@aol.com
http://www.needleworkbooks.com

The LLacemaker
Catalog, $5.00

Lace & Needle Art

176 Sunset Ave S
_ Edmonds WA 98020

Complete
Bobbin Lace
N } Beginner’s Kit
N2 $49.95

1-800-747-2220

S\@E M»?

Hand Dyed Silk

RI1IBBONS
53 “Vartegated Colors

5 Unique “Widths

———— \ke\
mis\

1-888-233-5187
Fax: 1-207-741-2497 4

E Mail artemis@ime.net

T

e P

EARTH GUILD

Toovs = MateriaLs = Books—for Handcrafts

- YARNS ¢ SPINNING « WEAVING

\% NATURAL & CHEMICAL DYES

MARBLING « FABRIC PAINTS

BASKETRY « CANING

BEADS » FINDINGS

POLYMER CLAYS

33 Haywood Street « DEPT PW

Asheville, NC 28801

s i 1-800-327-8448

i MON-SAT 10 AM—6 PM
CaLL or WRITE FOR FREE CATALOG
LISTING STARTER SETS, SAMPLES, Basic BooKs

oR SEnD $3.00 For our 100-PAGE
COMPLETE MAIL ORDER CATALOG

%, Your Source for
CAMM&‘ Celtic Stitchery Kits

Cross Stitch and Needlepoint kits from
the British Isles.

Tartanpoint™ pillow kits.
Authentic Scottish Tartans interpreted in needlepoint.
Over 250 popular tartans in stock. $45.95 postpaid.

First Name Crests charted for cross stitch or needlepoint
Over 1600 first names available $4.95 postpaid

MC/VISA (NYS residents add sales tax.)
Catalog $2.00 (refundable)

222 Gulf Road, Suite 513, Lansing, NY 14882
800-38-CAMUS

VINTAGE PATTERNS &
HANDWORK BOOKS

GENERAL CATALOC. $3.00 ppd. )
Books of Needlework . . . & more!
PatrERN CataLoc $7.00 ppd.
Over 1000 patterns available for
Victorian & Edwardian clothing,
plus Medieval, Civil War Military,
yary 1920’s, 30's & 40’s . . . & more!
SHOES & BOOTS CATALOG. $5.00 ppd.
Victorian, Edwardian, Medieval
& Renaissance eras . . . plus more! Sizes
available for men, women, & children.

AMAZON DRYGOODS, Deptpw
2218 East llth St. * Davenport, IA 52803
Phone: (319} 322-6800
—CREDIT CARDS ACCEPTED—

Coming soon!

GIFTS & CRAFTS

A

DIRECTORY
Great Gifts and Crafts
for the holidays!

Over 70 books of authentic
designs, all copyright-free, in-
cluding American  samplers,
American and English crewel
and many other multicultural
designs, from African to Vic-
torian, ideal for photocopying
and graphing projects, from ap-
pliqué quilts to wearable art and
ribbon embroidery.

Send $2.00 for the illustrated catalogue,
refundable with first order. Many money-
saving oeffers.

Stemmer House Publishers, Inc., Department PW797
2627 Caves Road, Owings Mills, MD 21117-2919

Paper Pieces
Precut Paper Shapes for
Paper Piece Quiltmaking
Call us for the precut
papers for making a
Grandmother’s
Flower Garden quilt

using the traditional
English paper piecing
method.

Visa/MC
accepted

Call 1-800-337-1537
Paper Pieces
Dept PC7, PO Box 2931
Redmond, WA 98073

- Bargain-
i Books !

®Save up to 80% on publishers’ over-
stocks, imports, reprints. Quality I
hardcover books, starting at $3.95.

®Save 30% or more on a huge selection
of current books and best sellers.

®Needlework, Arts & Crafts, Gardening,
Cooking, Nature—over 60 subject areas.

I ® America's biggest bargain book selection. |

! Free Catalog !

[ | 5399 Oak,
HAMILTON ¢;c Village, CT 06031-5005

_---------J

The Button Shoppe

Buttons by mail Catalog $5 (refundable)

The Button Shoppe has one of the largest selec-
tions of buttons—from bold and bulky to tiny and
delicate—to complete your special handwork or
fiber arts project. We carry a glittering array of crys-
tal and pearl buttons, natural material buttons in
horn, shell, wood, tagua nut, and stone, and even
fun and fanciful buttons from airplanes to zebras.

The Button Shoppe
Catalog Dept PW-5
4744 Qakfield Circle ~ We

Carmichael, CA 95608  accept
(916) 488-5350 MC &
Visa

l‘_

Living Histé?y?

RECREATING HISTORY magazine is:
*Historic Craft Projects

* Costuming *Period Recipes

*Medieval to Victorian Eras

SUBSCRIPTIONS $18.95 (6 ISSUES)
SAMPLE COPIES — $4.95 (incLUDES S&H)
P~ Send check or money order to: —gm]
RECREATING HISTORY, PO BOX 4277,
DEPT. 16, SANTA CLARA, CA 95056

Visit our web page — http:/ / www.recreating-history.com
for delivery, US funds only. Foreign orders add $10 per yuar

Please allow &-8 we

“Japanese Textiles”

Workshop/Tour #9: November 1997

Highlights include: Indigo dyeing, sashiko sfitching,
dolimaking, patchwork, shopping, sightseeing,
and guilt festival, Led by Susan Faeder.

And . . ask about our
NEW JAPANESE FABRIC CLUB!!

ot

\r Quikterns' Express 1o Japan

’ 80 East 114h Street, Suite 623
y =

New York, NY 10003
Tel. (212) 505-0480

Roretty Fax (212) 5050510
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ANNOUNCING
A NEW CATALOGUE!

g
) e Y
Lt

HAND KNITTING EXHIBITION

“Call for Entries”
Original hand knitting,
functional or nonfunctional.
Entry deadline: July 11, 1997

.

Your Complete Source for Ribbon Embroidery. For prospectus, send SASE to:
Ribbon Craft & Crazy Quilting Supplies
From Around the World
* Framecraft * Sudberry House * KNIT"NG
* Threads * Ribbons * Books * Pattemns * Kits * Arts/Harmony Hall Regional Center,

* Beads * Buttons * Charms *

10701 Livingston Road,
For your big 32-page catalogue. send $3 to: FDl't WEShil’lgtOl'l, MD 20744'

VERY VICTORIAN NOTIONS
a;.o. Box 18-M Dept.101 Denver, CO 80218 301-292-8331/8203 (TTY)
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| Needlepoint & Counted Cross Stitch Supplies )
l'l Painted Canvases * Pattern Books |

Japal}ese Textlle_s " # Yvonne's Beadwork
Quantity! Best Prices! presents
Kimono or Haori 5 for $95

Contemporary Small

g Paternayan * Rainbow Gallery £ Yukata 5 for $59 O_bl 5 for‘$55 \ Beadwork
c“ Kreinick * Broder Wul * Anchor Yardage—othel' Asian Textiles .. . .
y DMC * Needle Necessities | Original Designs & Old Favorites
. : ) Send SASE for complete list s
Caron Collection * Zweigart To order: incl. 15% S&H. MD residents add Patterns & Instructions or Complete Kits
Permin ¢ Fleur de Paris i i
5% tax. D Visa/M heck i i
> Stitching & Finishing Accessories ¢ SRR W R [NEC]([{ urs?st- E aéruigls . Eﬁbmd}fr" . Tlasse]s]
| ; ce tistll phone/fax: (301) 515-5119 s e L R uiy T
Y) Mail orders welcome . . . write for free price list ||

Cheryl Imperatore : For Brochure, send $1.% & a long SASE fo:
509 E. Park Avenue » Libertyville, IL 60048 : P.O. Box 565, Citrus Heights, CA 95611

Tel. (708) 549-7579 « Fax (708) 549-7589 | Good Goods oA (916) 9655018
/ 14411 Chrisman Hill Dr., Boyds, MD 20841

‘ Lion Circus Hat

Child-size kit $15.99 ppd.
(Choose background color)

Elephant & Clowns
Circus Hat with Mini-
Clown Tassels

Child-size kit, $18.50 ppd.

%ﬂwhw&ving Suppllires

Complete selection including:
Wide Variety Weaving Materials
30 Colors Irish Waxed Linen Thread

Hoops and Handles
Dyes and Embellishments

_ /; A / &)

TREENWAY SILKS @ ¥\
SILKS FOR STITCHERS ’
72 GLORIOUS HUES
RIBBONS AND YARNS

SAMPLES AND PRICE LIST §5 Many other kits.

Books and Patterns s Call for a Free Catalog! Kits are

Tools and More . .. 725 CALEDONIA AVE _ 100% wool.
N VICTORIA, BC CANADA 3
Royalwood Lid. V8T 1E4 +2) *

51 7_3;3 Waodwville Rd TEL (250) 383-1661 FAX 383-0543 % &) Three ](,“ms

Mansfield, OH 44907 IS areei S @ Yy Shoppe

1-800-526-1630 Mail Orders Welcome 1-800-489-4969
k ‘ 805 Sibley Memorial Hwy., St. Paul, MN 55118

Try a classified ad in NATIONALLY AUTHORIZED
v Classified Advertising m@
VanSciver ‘Bobbin éce 201 East Fourth Street KNITTING MACHINE
— Loveland, Colorado 80537-5655 RE
Purvevor Or Ine Finest (970) 669-7672 » FAX (970) 667-8317 PAIR CENTER
QuaLrry LACEMAKING SUPPLIES : ) Outlet for
for over 15 years Classified Rates: $1.50 per word, $30 minimum. ° .
~ providing hard to find books, Payment in U.S. dollars must accompany order. Refur.blShEd & used .Bl'Othel'
Imglorted ik, Bnet and cottom threads, All ads are subject to publisher's approval. machines at gOOd prices
I::;:31:?‘iigﬁ:jgin;gdr:uﬁbggféf Deadline is ten weeks before the month of issue 5 oy
- (example: January issue closes October 15). K_Mahg (5&19 g Kn’tt’ng World
For our catalogue send $2.00 to: . -
VAN SCIVER BOBBIN LACE Please run the enclosed ad in the next issue(s) 101 W. Bmadway St. Peter, MIN 56082
130 Cascadilia Park, Ithaca, NY 14850 of PIECEWORK. Enclosed is my check/money - 4 ?
(607) 277-0498 order for $____ ESE— 507-931-3702
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1930’S METALLIC THREAD

O VARIETY BOX *25 & *50 O
.

Video Catalog *15
Trims, Tassels, Fringe, and more...

Tinsel Trading Co.

47w. 38th st. N.Y. 10018
(212) 730-1030 fax 768-8823

‘

Ruth Kern Books
P.O. Box 35366 Phoenix, AZ 85069
Specializing in
Needleart Books & Magazines
Brand New '97-98 Catalogs
The biggest ones yet! New and Out-
of-Print Needlework. Both Catalogs
for only $3, redeemable with first
order, includes 2 updates.

Free Book Searches
Books for Conventions/Events
Use your credit card to order today

1-8600-429-5075
| Fax: 602-944-1753

basketry
boﬁk arfs
ein
knivtt ng
papermaking
n;

spinning
surface design
textile arts
weaving

4717 Brooklyn Ave NE
Seattle, WA 98105

supplies/classes/books

orders 1-888-524-1221
info 206-524-1221  fax 206-524-0250

PIECEWORK

SUBSCRIBER LIST SERVIGE

Occasionally, we make our subscriber
list available to companies whose
products we think might be of some
interest to you. If you prefer not to
receive this mail, just send a note with
your mailing label (or an exact copy)
to the address below. We'll take
care of the rest.

Subscriber Service Department
Interweave Press, 201 E. 4th St.,
Loveland, CO 80537-5655

*RIBBONS* *RIBBONS* *RIBBON
1/16" POLYESTER, SILKLUSTER,
ORGANDY
*BRAZILIAN (RAYON THREADS)*

*TRAPUNTO*
*BATTENBERG LACE TAPES*
SUPPLIES * KITS * BOOKS

CATALOG + MERCHANDISE COUPON ., $2.00

NEEDLECRAFTS BY DONNA
P.O. BOX 1456P7,
COSTA MESA CA 92628-1456
PH/FAX 714-545-8567
___ E-MAIL donnaf2 @juno.com 0T s
M donnaf @pacbell.net 7

&G

*

Nordic Fiber Arts

Your Only Complete
RAUMA YARN source
for Sweaters, More Sweaters &

Small Sweaters
Kits & Yarn Cards Available
FREE CATALOG
itts Road » Durham, NH 03824
603-868-1196

ADVERTISER‘S INDEX

rAH“nIR B.]Sl\'ctwﬂl‘kb ...................... 74’
Amazon Divecods: e v siops sveiies 75
American Needlepoint Guild . ............. 15
At Qualt Magazine; . .o os ove siswh $5ems =45 63
Artemas Hand-Dyed Silk Ribbon .. ........ 7o)
Arts/Harmony Hall Regional Center ... .. ... 76
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Blueprints Printables.......cooooiiiiiiin -+
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Button:Shoppe, The . s vawe vamssian s sas 75
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Crafts by DOoAna vew vy vvnve s senns snones 77
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DM e be
Gartly@udld i swnes sumaman s e & 75
Ellen Nell, Inc. oo oovv i 15
Essamplaire . oove vomne sorvannesiaiiaiss 71
Evening Star [')t‘mgns .................... 4
Fancyworke . vv s v vion vuvsmavn onenevues 76
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MARKETPLACE
All Manner of Good Things

NoOTICES

TO PLACE A CLASSIFIED AD, send your ad
copy along with payment twelve weeks be-
fore month of publication. Payment of $1.50
per word ($30 minimum)) must accompany
ad. VISA, MasterCard, Discover, and Amer-
ican Express accepted with account number
and expiration date. Send to Interweave
Press, PIECEWORK Classified Ads, 20!
BEast Fourth St, Loveland, CO 80537-
5655, or fax (970) 667-8317. We reserve
the right to edit all ads to conform to the
PIECEWORK style. '

Books AND VIDEOS

BEADING BOOKS: Beaded Amulet Purses
(Stessin) $19.95. Bead Knitted Pendant Bags
(Williams ) $10.95. Beads and Threads (Fitzger-
ald/Banes) $24.95. Dancing Light (Cooper)
$19.95. Catalog $3 (free with order).
Shirley’s Counting House, 8 First Ave.,
Atlantic Highlands, NJ 07716. (908) 291-
8737. VISA, MasterCard, Discover.

KMNITTING BOOKS on: traditional and
ethnic themes, lace knitting, socks, and
more. Free catalogue. Mail Order only. The
Needle Arts Book Shoppe, 35 Armadale
Ave,, Toronto, ON, Canada, M65S 3W7.
Toll free (US. & Canada): (888) 860-3338;
needles@ interlog.com; http://www.inter-
10g.com/~ needles.

MEDIEVAL EMBROIDERY PATTERNS, The
New Carolingian Modelbook, 200 counted pat-
terns from documented sources before 1600;
diagrams, bibliographies, indexes. $24.95
plus shipping/handling; dealer discounts.
The Outlaw Press, (500) 447-0070;
http://Www.outlawpress.com/outlaw/.

NEEDLEARTS & FIBERARTS BOOKS.
New, pre-owned, rare. 40-page catalog $3.
Free supplements. Mountain Laurel Books,
26 Florence Ave., Eﬂington, CT 06029-
4117.

QOUT-OF PRINT, PRE-OWNED BOOKS.
Booklists available, Needlework $3, Quilting 83,
Rugs $1. Peddler’s Wagon, Box 109PW,
Lamar, MO 64759-0109. (417)) 682-3734.

PRE-OWNED NEEDLEWORK & fiber-arts
books. Catalog $3. Magazines and leaflets
catalog 8. Studio Books, Box 7804P, Hunt-

PIECEWORK JULY/AUGUST

1987

ington Beach, CA 92615-7804. Telephone
or fax; (714) 965-3267.

SHIRL THE PURL'S Knitters' News. Tips,
techniques, news, views, profiles, projects.
$25 for five great issues, Checks payable to
Mossom Publishing, Box 65004, 358 Dan-
forth, Toronto, ON, Canada M4K 372.

stp@istar.ca.

CROCHET

FREE CROCHET CATALOG. Books,
videos, beautiful wooden hooks, Crochet
Directory, accessories and more, (800) 514-

9210. NSD, Box 880, Brandon, MS 39043,

SHIRRET® MUSEUM-QUALITY RUGS and
chair pads with out-of-style clothes. Shirret®
(Shur Ray”) combines Shirring and Crochet
for a rich, classic look. Recycled fabric, on
the edge, looks luxurious, lasts forever and
costs nothing. An inner net of crocheted
cord holds shirred fabric together. No
sewing, easy new photo instructions, carry
along. Thousands have learned Louise Mc-
Crac?y’s method since 1962. Great for fund

raising and teaching. Send for color bro-
chure. Shirret®, PO Box 1338-PM]J, Madi-

son, CT 06443.

ANTIQUE QUILTS—I00 examples from
mid-1800s to 1940s. Reasonable country
quilts to exquisite museum-quality examples.
Write for stocklist. Cotton Jenny, 33411 Jef-
ferson, St. Clair Shores, MI 48082 or phone
(810) 293-6152.

ANTIQUE QUILTS, TOPS, FABRICS,
blocks, and linens from Dixie’s Vintage
Quilts and American Doodah. Phone (314)
962-6268 or write PO Box 26634, St.
Louis, MO 63122. Free descriptive list, send
81 for postage. Photos on request (3 for $1).
e-mail AMDOODAH@aol.com.

VINTAGE JAPANESE KIMONO FABRICS.
Order our popular Fragments Collection: 40-50
pieces, smallest 3" X 6", largest 12" x 14",
$25 ppd. Katie’s Vintage Kimono-P, PO
Box 1813, Belfair, WA 98528. SASE for cat-
alog,

FIBER

MOLAS! 6" x 6", 8" x 8", and 12" X 16"
mola panels; patches; ornaments; and
more—all purchased from Panama’s
Kuna Cooperative. Wholesale information:

Puerto Panama, Rt. [, Box 63, Calumet, MI
49913.

EQUIPMENT

PORTABLE TAPESTRY LOOMS. Expand
your horizons with these professional-quali-
ty looms at affordable prices. Catalog $2.
Tapestry yarn samples $5. Norsk Fjord
Fiber, PO Box 27I-P, Lexington, GA
306438.

FABRICS AND QUILTS

ANTIQUE CRAZY QUILT SCRAP BAG—
silks, satins, velvets, and lace, $25 plus
$4.90 shipping. szy Qm'ft Sﬂppurt G:roup
Newsletter, $15/ yr. VISA, MasterCard, Dis-
cover, American Express. The Kirk Collec-
tion, 1513 Military Ave., Omaha, NE 68111
(800) 398-2542 (US. and Canada) or
(402) 551-0386. Visit our web site,
http: / /www.auntie.com/kirk,

YARNS—Ilustrous, long-stapled wool and
mohair spun into 2-ply needlework/ tapestry
yarn and 2-ply worsted-weight knitting
yarn. $10 for sample cards of 77 colors (re-
fundable with first order of $50). Bear Hill
Farm, 13 Bear Hill Rd., Bozrah, CT 06334.
(860) 889-1719.

INSTRUCTION

FIBER FORUM WORKSHOPS, September
22-28, 1997, van der Hoogt, Schlein, Mar-
shall, West, Menz, Wipplinger, Natani,
Brennan, Evans, Mayer, Dewey Volle, more!
City & Guilds of London Embroidery & Design;
Shibori, Beytebiere, August 2-3. Immersion
Dyeing, Axford, August 4-7; Beading, Chatt,
September [7-21; Bobus Knitting, Keele, No-
vember 11-12. Coupeville Arts Center, Box
171V, Coupeville, WA 98239. (360) 678-
3396.
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NEEDLECRAFT TEACHERS—SHIRRET®
is a crochet technique for making museum
quality rugs, A new dimension of possi-
bilities, people are entranced by its classic
beauty made of recycled fabric, Easy photo
directions, no sewing. Since 1968, genuine—
Shirret®, Box 1338-PNT, Madison, CT
06443.

WORKSHOPS IN THE MOUNTAINS of
Western North Carolina at the John C.
Campbell Folk School. Lacemaking, knit-
ting, quilting, embroidery, crochet, dollmak-
ing, mote, Free catalog: (800 FOLK-SCH.
John C. Campbell Folk School, One Folk
School Rd., Brasstown, NC 28902.

Kits AND GIFTS

BRAZILIAN EMBROIDERY KITS and sup-
plies. Original floral kits include fabric,
thread, and detailed instructions. Send
SASE for catalog. Ladybug Creations, PO
Box 30694, Middleburg Hes., OH 44130.

MARNIE RITTER—visit our web page at
www.mritter.com. Kitted designs, books and
exciting needlework gifts. For a catalogue
send a SASE to 6442 E. Otero PL, Engle-
wood, CO 80112. e-mail marnirittr@aol.
com. Phone or fax (303) 740-9649.

TRY NEEDLEPUNCH HOOKING. It’s fun,
easy and fast. Complete kits include yarn,
pattern, and punch. Free catalog. Sheep
Dreams, Box 103, Prattsburgh, NY 143873,
(6077 522-4305.

MISCELLANEOUS

PeErsoNaL CARE PRODUCTS

EXPERIENCE THE BEST QUALITY herbal
tonic. 20 synergisticly combined herb’s pro-
mote powerhouse effect for health, vitality,
energy, and mental well-being. Toll-free

(888 793-3375.

SpeciAL EVENTS

EXCELLENCE 1V, September 27. American
Crafts & Works-on-Paper, Jury: Gallery/Craft
dealers. Fibre Crafts deadline July 25 (July
11, all others). SASE. Appearances, 332
Bleecker, H-44, NYC 10014-2980. (212)
243-5378.

1 7TH CENTURY EMBROIDERY ARTS Sympo~
sium September 24-27,1997, with needle-
work expert Joanne Harvey. Contact Jennifer
Evans, Peabody Essex Museum, East India
Square, Salem, MA 01970. (800) 745-
4054; fax (508) 744-0036; www.pem.org.

SPECIALTY PrRODUCTS

AT LAST, A DIET PROGRAM that's safe.
Exclusive formula. Not available in stores.
Natural ingredients. No jitters/nervous en-
etgy. Clinically researched. Benefits for blood
pressure and cholesterol. (888) 793-3375
(toll-free).

PURE SILK RIBBON 4mm. 18 beautiful col-
ors. $.20/yd. and pure silk thread matching
ribbon color $.02/yd. $28 for 180 yds. L.Y.
International, Inc., 1055 E. Paramount
Pkwy, Batavia, IL 60510. (630) 761-9674.

BUCKILES WANTED: Mother of Pearl, shell,
Bakelite, glass. Send tracings with surface de-
signs. Include price. Fax (714) 786-8079.
Attn: Buckles, PO Box 18295, Irvine, CA
92623-8295.

MITERED CORNERS THE EASY WAY.
Perfect matches every time. Illustrated; easy
to follow instructions. $5/LASE. Mitered
Corners P-1, PO Box 4421, Citrus Heights,
CA 95610.

PATTERNS

ADD NOSTALGIC TOUCHES! Expanded
selection—dozens more vintage embroidery
designs, 1880s to 1940s. 1997 catalog
82/sampler $5. Aunt Effie’s Heirlooms,
PO Box 3159, Boulder, CO 80307-3159.

NEW PRIMITIVE STITCHERY catalog,
$3. Easy iron on transfer patterns. Mul-
berry Folk Art, 8220 Honeysuckle Rd.,
Dept. P, Manassas, VA 20112.

SUPPLIES

BASKET-WEAVING, CHAIR-SEATING sup-
plies, ocak baskets, books, kits. Quality,
prompt. Discounted. Catalog $l. Retail/
wholesale. Ozark Basketry, Box 599-PW,
Fayetteville, AR 72702-0599.

BASKETRY SUPPLIES, WAXED LINEN,
books. Forty-page catalog $1 (refundable).
Caning Shop, Dept. PW, 926 Gilman,
Berkeley, CA 94710. (510) 527-5010.

BOHEMIAN BUTTONS. Exquisite glass
buttons from the Czech Republic. Whole-
sale and retail. $10 for color catalogue with
yeatly updates. For ordering information,
please contact Beads and Beyond, 25 102nd
Ave. NE, Belleyue, WA 98004. Phone (425)
462-8992.

BUTTONY offers creative buttons to inspire
your sewing projects. Color catalog 83 (re-
fundable). Buttony, PO Box 26142, Los
Angeles, CA 90026.

T99F

EARTHSONG FIBERS, Natural fibers,
yarns, dyes, herbs, and essential oils; spin-
ning, knitring, weaving equipment; books
and videos. Catalog $2; with quarterly
newsletter $5. 5115 Excelsior Blvd., #428,
Dept. P, Minneapolis, MN 55416. (612)
926-1201; (800} 473-5350.

EVERYTHING FOR RIBBON cmbroidery,
Wholesale or Retail. Japanese 100% silk rib-
bon 185 solid colors, my original Edgedyed
and Overdyed. My new SparklE Organdy
with bits of gold, silver or crystal. Rayon
thread, books and videos. Send forfrf’r sam-
ples. Divine Threads, 1010 Southeast St. #1,
Mt. Vernon, MO 65712. Phone (417) 466-
0227; fax (417) 466-3630; divine@sofnet.
com,

HANDMADE BOBBIN LACE for Victorian
crafts, heirloom sewing. Lacemaking sup-
plies, workshops. Free catalog. A Touch of
Lace, 184 Woodbrook Way SW, Calgary,
AB T2W 4]2, Canada. (403) 238-4068].

HEIRLOOM GLASS BEADS, innovative sup-
plies. Unique and antique! Color matching,
bead sample cards, same-day service.
Wholesale or retail, no retail minimums,
low wholesale minimums. 46-page catalog
just $2. UniSyn Beadcats, PO Box 2840,
Wilsonville, OR 97070-2840. (503) 625-
2323; fax (503) 625-4329; e-mail infow

beadcats.com.

INEW CATALOG! Weaving, knitting, and
spinning supplies; home study course for
weaving. For mformation, send four stamps
to The Designery, Box 308-P, Center Sand-
wich, NH 03227. (603) 284-6915.

STITCHER'S YELLOW PAGES: 3,500+ Sh()Ps,
mail order catalogs, events, organizations,
erc. Plus . . . 200+ needlework Web sites,
540 free gifts and discounts. $26.95 ppd.
NeedleMania, 4205 Herschel, Dallas, TX
75219. VISA/MC. (800) 873-2834.

THE BEAD CATAIOG. Beads, tools, ﬁndings:
everything you need for stringing. Catalog Sl
cash. Art to Wear, 5 Crescent PL, South
Room 3, St. Petersburg, FL 33711

THOUSANDS OF SEED BEADS! Delicas—
over 200 colors. Austrian crystals in all
colors. No minimums! 40-page catalog $I.
Beyond Beadery, 54 Tinker St., Dept. PW,
Woodstock, NY 12498.

TRAVEL

CRAFT AND FOLK ART TOURS. Ecuador,
Bolivia, Peru, Poland, Ron’tania/Hungary.
Portugai. Mortocco, Tur.key, Bhutan, India,
China, Thailand/Laos, Myanmar (Burma).
Small, Personalized groups. Craft World
Tours, 6776PW Warboys, Byron, NY
14422, (716) 548-2667.
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A STITCH
Linda Lz“gﬂn

A
Meandering Thread

Cleaning out my closet the other
day, I noticed by chance how
many—how most—of my clothes
these days are made in China (or
Hong Kong, Korea, or Sri Lanka). I've
read a bit about trade disputes with,
and sanctions and threats of sanctions
against those and other countries on
account of their poor labor condi-
tions., With that nagging worry some-
where in the back of my mind, while
doing a biannual dusting of dusty
bookshelves, [ took down an old vol-
ume of the poetry of Thomas Hood,
purchased years ago at a flea market in
eastern QOklahoma, and rturned to
“The Song of the Shirt.”

You probably read this in junior
high, maybe were even made to mem-
orize it. It’s one of those galloping
ballads that tends to stick with you:

Work—work—work

Till the brain begins to swim!
‘Work—work—work

Til the eyes are heavy and dim!
Seam, and gusset, and band,
Band, and gusset, and seam,

Til over the buttons I fall asleep,
And sew them on in a dream!

Oh, men with sisters dear
O, men with mothers and wives!
It is not linen you're wearing out,
But human creatures’ lives!

And so on. It's sentimental and
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earnest in the extreme, yet historically
sound enough and moving enough to
have endured for more than 150 years.

Thinking about Hood, I pulled
out the “Hermoup to Lally” volume
of the encyclopedia and turned to a
small portrait of a young, uncom-
monly handsome, sensitive-looking
man in a shirt (surely linen) with a
snowy collar reaching high up toward
his sideburns. Born in 1799 to a Lon-
don bookseller, Hood was appren-
ticed to an engraver, sent to Scotland
for his chronic ill health, returning at
the age of eighteen to become an
under-editor of The London Magazine,
which published the verse of all the
popular post-Romantic poets. He
wrote a number of impassioned, so-
cially conscious poems, but made a
big hit with a satiric collection titled
Odes and Addresses to Great People when
he was only twenty-six, and spent
most of his remaining twenty years
being silly. For his irrepressible puns
and gallows humor, you could call
him a sort of Ogden Nash/e.e. cum-
mings of the early Victorian age.

One clever dirge, in which the nar-
rator Jlaments that single women don't
pursue and make a fuss over him now
that he’s married, includes this verse:

One used to stitch a collar then
Another hemmed a frill;
I had more purses netted then

Than I could hope to fill.
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I once could get a button on,

But now I never can—

My buttons then were Bachelor's—
Now| I'm not a single man!

Quite a different song of a shirt.

Tucked into my old volume of
Hood’s poems, marking the place of
“The Song of the Shirt,” are three
odd items: a large dried flower petal, a
scrap of excellent blue-and-white-
striped shirt fabric, and a yellowed
newspaper clipping describing the
visit of a Chinese minister named Kai
Fu Shah and his daughter, Lang Shah,
to the Southern Commercial Con-
gress in Muskogee, Oklahoma, of all
places. Neither the book nor the clip-
ping is dated, but I assume that the
congress occurred after statehood in
1907, though not long after, judging
from a photograph on the back of the
clipping showing a horse-drawn car-
riage. Mr. Shah, who had never been
to Oklahoma before (no kiddingf),
was impressed, predicted a great fu-
ture for the area, and appreciated the
fine manner in which he and his
daughter had been entertained. “The
young woman talks excellent English
when she talks, but she does not talk
for publication,” the article notes.
The flower petal might have come
from an iris.

Linpa LiGoN is editorial director of PIECE-
WORK and is easily bemused by old stuff.
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- They're available in a variety of yarns to chcer up ¥
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DMC Embroidery Floss | New DMC Rayon Floss

Now, our reputation isnt the only
thing that shines.

New DMC Rayon Floss basic numbering system as our Embroidery

comes in 100 of our most popular Floss.We just added a “30” (or in a few cases

Embroidery Floss shades. And, it is a “3”) in front of the color number to show

highly recommended for use on all designs ~ that its Rayon.

specifying DMC Embroidery Floss. Try New DMC Rayon Floss today — it will be

To keep things simple, we used the same a beautiful reflection on you.
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