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Personal Stories:
Handweaving in America
between 1920 and 1960.

Including: a handweavers: honor
roll, a time line of important events,
weaver profiles and in-depth
articles, and projects inspired from
this period of weaving revival.




All You Need Is Louét

It 1s 1n the box!

New spinning and weaving

equipment to be mtroduced at
CONVERGENCE ’90.

Louét Sales

R.R. 4 Dept. 111

Prescott, Ontario, Canada
KOE 170 (613) 925-4502

Please send $2 for a full colour catalog.

Louét equipment 1s available from coast-to-coast through a network of dealers. It 1s a joy to experience their enthusiasm
about our products. Go and have a look, and ask about our ever expanding assortment of 180 products. The following
1s a list of some of our dealers. If you need names of dealers closer to you, or if you have a specific question, please write us.

ARIZONA MINNESOTA OHIO VERMONT
Mesa Avon Peninsula Pawlett
The Fiber Factory The Weaver's Cabin The Ewe Tiee Beau Monde

150 W. Main St.
(602) 969-1346

COLORADO

Boulder

The Weaving & Knitting
Shop

1708 Walnut St.

1-800-262-5545

FLORIDA

Delray Beach

Penelope’s Breads and
Threads

520 E. Adantic Ave.

(407) 272-1000

IOWA

Cedar Rapids

Ewe Knit Too

3720 Forborough Terr.,
NE “A”

(319) 393-7510

MAINE

Bath

Halcyon

12 School St.

(207) 442-7909

Franklin

Sheep To Shuttle

Sullivan Rd.

(207) 565-2282

20578 317th St.
(612) 845-7115
Hayfield
Nancy Ellison
Rt. #2 Box 197
(507) 477-3569

MONTANA
Missoula

Joseph's Coat

131 West Main St.
(406) 519-1419
Roundup

The Ewe's Cottage
P O. Box 672

(406) 323-1708

NEW JERSEY
Stockton
WoodsEdge Farm
Box 275,

Bowne Station Rd.
(609) 397-2212

NEW YORK

Bainbridge

The Spinners Hill Shop

Rd. #1, Brackett Lk. Rd.
P O. Box 118

(607) 843-6267

61 Geoppert Rd.
(216) 650-4840

OREGON

Ashland

The Websters Inc.

10 Guanajuato Ln.
(503) 482-9801
Corvallis

Black Sheep Weaving

530 South West 4th St.

(503) 752-0739

PENNSYLVANIA
Allentown

Maple Tree Cottage
3214 Cambridge Cir.
(215) 398-0142

TENNESSEE
Somerville

Merrihill Woolworks
Rt #1, P O. Box 370A
(901) 465-9537

TEXAS

Conroe

Suzanne Roddy’s
Handweaver

1519 McDade Estates

(409) 756-1719

Rt. #30, Box 687 N. Rupert
(802) 362-3645
WASHINGTON

Seattle

The Weaving Works

4717 Brooklyn Ave. N.E.
(206) 524-1221

CANADA

ALBERTA

Stoney Plain

Canadian Co-Op
Growers Ltd.

(Real Wool Shop)

4500 50th St. Box 1530

(403) 963-4343

ONTARIO
Toronto

Romni Wools
658 Queen St. W.
(416) 568-0202

SASKATCHEWAN
Saskatoon

Prairie Lily Weavers
1730 Quebec Ave.
(306) 665-2771
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Editor’s Page

If you believe that your weaving can take on a life of its own, then
you'll believe me when 1 tell you that’s what often happens to an issue of
HANDWOVEN. At some point, as the pieces start coming together, the maga-
zine seemingly becomes its own without me. Before this, though, the process
is chaotic. Sometimes the parts are cantankerous. Sometimes there are sur-
prises. Sometimes there’s just too much to shoehorn into the allotted space.

The latter was the problem with the issue you now hold in your hands.
When I decided on the theme for this issue, it didn’t occur to me that cram-
ming 40 years of handweaving into 45 pages might be impossible. Each de-
cade alone merits its own volume. “Whose idea was this anyway?” I asked
myself innumerable times during the last few months. And the more |
learned, the more I realized how much must go unsaid.

On the positive side, I don’t know when I've enjoyed working on an
issue more. Though I realize now that this issue can’t be the complete ac-
count that I wish it could be, I hope that what you find within its covers will
whet your appetite to learn more about our weaving heritage and through
this look backward into the lives and work of our weaving forebears, find en-
richment and growth in your own work.

Happy summer,

anz_—

Jane Patrick, editor

PS. A heartfelt thanks for the assistance given by the following individuals, without
whose work this issue would not have been possible: Louise Bradley for conducting
many of the interviews; Ann Walker Budd, Bobbie Irwin, and Katy Bright Banks for
transcribing and composing the interviews; Nell Znamierowski for her consultation,
and the many weavers who took the time to speak with us.

P.P.S. In collecting information for this issue, I've realized how crucial it is that we con-
tinue to preserve our history. We need to take an active role in archiving our papers
and fabrics in responsible depositories willing to receive them, and actively collect
oral histories of established weavers in our communities. I urge you to document
your own work and for you to encourage your guild to start a historical program of
its own.

* You're invited to breakfast with us Saturday morning at Conver-
gence in San Jose. If you've contributed a project or article to an Interweave
Press publication— Spin-Off, HANDWOVEN, Interweave, The Herb Companion,
Design Collections, or books—please drop us a note and we’ll send you an in-
vitation. We look forward to seeing many of you in San Jose this summer.

¢ We're moving! We love our offices in our now well-worn house, but
after ten years of slow and steady growth, we no longer all fit. Come July,
we'll be settling into our new home, a converted bank building in downtown
Loveland. If your travels this summer take you through Colorado, please
stop by to say hello. Our new address is Interweave Press, 201 East Fourth
Street, Loveland, Colorado 80537

* SOAR. This September 27-30, we'll again be hosting the Spin-Off Au-
tumn Retreat. If you'd like to join us in Silver Bay, New York, send now for a
registration packet.

¢ Coming up in September/October 1990: Plaids and tartans, weaving
for Christmas, a complete Convergence report, Sharon Alderman’s latest
Swatch Collection, and more.

¢ Call for submissions: I'm looking for projects for the home that have
an emphasis on weave structure. Due date for proposals is July 1, 1990.

The theme for the March /April 1991 HANDWOVEN will be finishes,
embellishments, and trims. Please send your proposals and submissions by
August 1.

—I’'m collecting information for a special feature on computers in weav-
ing. Send your ideas, projects, and proposals by September 1

HANDWOVEN
May /June 1990
Volume XI, Number 3

Publisher Linda C. Ligon
Editor Jane Patrick
Technical Editor Carol Strickler
Contributing Editors  .Sharon Alderman,

Anne Bliss, Louise Bradley,
Bobbie Irwin, Constance Lalena,
Barbara Liebler, Kathryn Wertenberger

Production .Marc McCoy Owens
Editorial Assistant .Ann Walker Budd
Administrative Assistant  Karen Evanson
Photography Joe Coca
Photo Styling Ann Sabin
Tustrations Ann Sabin
Advertising Sharon Altergott

Joy Mathews
Subscription Services Donna Melton
Distribution Lois Biederstadt

Interim Technical Editor, Jean Scorgie; Asst.
Technical Editor, Selena Billington; Editorial
Assistants, Katy Bright Banks, Betsy
Strauch, Barbara Liebler; Operations Man-
ager, Stephen Tracy" Public Relations, Karen
Hirmer; Distribution, Chris Hausman, Sally
Ornelas, Sylvia Straight; Shipping, Rod
Baum, Mike Loewen; Bookkeeping, Mary
Nell Schwindyt; Staff, Bonnie Hoover.

HaANDWOVEN is published five times a year
(January /February, March/April, May/
June, September/October, and November/
December) by Interweave Press, Inc., 201
East Fourth Street, Loveland, CO 80537
(303/669-7672). 1SSN 0198-8212 (UUSPS #129-
210)

Your customer number, found on your ad-
dress label, is your key to the best service
possible. Please include it with all corre-
spondence to avoid delays or errors.

All contents of this issue of HANDWOVEN are
copyrighted by Interweave Press, Inc., 1990.
All rights reserved.

Designs in this issue of Handwoven are for in-
spiration and personal use only. Exact reproduc-
tion for commercial purposes is contrary to the
spirit of good craftsmanship.

Subscription rate is $18/year in the U.S,,
$22.00in Canada and other foreign countries
(surface delivery). Second class postage
paidat Loveland, Colorado 80538 and addi-
tional offices. U.S.A. Newsstand Distribu-
tion by Eastern News Distributors, Inc., 1130
Cleveland Road, Sandusky, Ohio 44870.
POSTMASTER: Send address change to
Handwoven, 201 East Fourth Street, Love-
land, CO 80537 Subscribers, please allow 6
weeks for processing address changes.
36M:5890:HP/CL

2 HANDWOVEN

May/June 1990



% See you at
2 Convergence '90
\ orvisit us in Maine
this summer!

Your Yarn Store in a Box’ has arrived!
The fun has just begun!

It starts by picking up the phone and dialing 1-800-341-0282. We'll give you
friendly, helpful advice, answer all your questions and make sure you get what
you want.

You can plan your projects with over 95 styles of yarn choose from over
400 books and order all the equipment you need —everything from bamboo
knitting needles to enormous rug looms. (What's more, you can place your order
without having to mail color snips or somehow try to describe the “pale, not-
quite-fuschia” color you like.)

At least twice a year, you'll receive new and updated sample cards for your
Yarn Store in a Box® along with The Halcyon News, a newsletter full of fun, facts,
helpful tips and new product information.

To get the fun started, get your own Yarn Store in a Box®Just send a check
or money order for $33, payable to Halcyon Yarn (you'll receive a $10 credit once
“you spend $50) ”

Or, for more information and a free sample card, call 1-800-341-0282.
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THE
HARRISVILLE
RUG LOOM

designed with
PETER COLLINGWOOD

With a tradition of spinning woolen yarns for over 200 years and making handlooms
for almost 20, we decided it was time to turn our attention to a heavyweight loom
for rugs and fabrics. To make it the best loom possible, we asked Peter Collingwood
to collaborate with us on the design. The remarkable ideas he has developed are

incorporated into the loom and we are sure you will be amazed by the results. A

very solid loom beautifully constructed of New England Rock Maple and Hon-
duran Mahogany. A countermarched action with an easy tie-up mechanism. A

unique Warp Extender that eliminates tension control problems even with a linen warp. And of course, the Colling-
wood Shaft Switching Device that for the first time makes this exciting technique easily accessible. It's our first loom

that is not a kit, and, though knocked down for shipping, it is easy and quick to assemble.

Our handweaving yarns and equipment are sold through these and other fine handweaving stores. We are proud
to work with them and we urge you to give them your support while asking for Harrisville Designs products.

ALABAMA

Huntsville 35801

Warps End

1504 Mountain Springs
Circle

205-534-3210

CALIFORNIA

Sonoma County 95442

Spinner’s Web

14301 Arnold Dr., Glen
Ellen

707-938-1301

COLORADO

Boulder 80302

Weaving & Knitting Shop
1702 Walnut St.
800-262-5545

CONNECTICUT

New Haven 06511
Thera Yarns

605 East St.
203-773-1287

FLORIDA

Delray Beach 33483

Penelope’s Breads &
Threads

520 E. Atlantic

407-272-1000

Melbourne 32936
Weaver's Emporium
660 Eau Gallie Blvd.
407-259-2215

Winter Haven 33881
Country Feeling

642 Ave. B NW.
813-299-9276

GEORGIA

Stone Mountain 30083
Fiber Design Studio
927 John Alden Rd.
404-297-4019

IOWA

Corwith 50430
The Sheep Shoppe
RR1, Box 189
515-583-2147

Harrisville Designs

MAINE

Bath 04530

Halcyon Yarn
12 School St.
800-341-0282

Portland 04101
Silver Yarn Co.
33 Silver St.
207-879-0771

MARYLAND

Cantonsville 21228
The Weaver's Place
75 Nellor Ave.
301-788-7262

MASSACHUSETTS

Arlington 02174

Batik & Weaving Supplier
393 Massachusetts Ave.
617-646-4453

Plymouth 02360
Threaden

46 Summer St.
508-746-7330

MICHIGAN

Eaton Rapids 48827
Davidson's Old Mill Yarn
109 Elizabeth St.
517-663-2711

Grand Rapids 49509
Threadbender Yarn Shop
2767 44th, SW
616-531-6641

Richmond 48062
Joy's Crafts
70259 Karen St.
313-727-7095

Rockford 49341

Weavers Shop & Yarn Co.
39 Courtland, Box 457
616-866-9529

MINNESOTA

Avon 56310

The Weaver's Cabin
20578 317th St.
612-845-7115

Minneapolis 55419
Creative Fibers
5416 Penn Ave. So.
612-927-8307

Minneapolis 55454
Depth of Field
405 Cedar Ave.
612-339-6061

MISSOURI

Columbia 65201
The Weaver's Store
11 South Ninth St.
314-442-5413

MONTANA

Missoula 59802
Joseph's Coat
131 W. Main
406-549-1419

NEW HAMPSHIRE

Harrisville 03450
The Weaving Center
Main St.
603-827-3996

NEW JERSEY

Clinton 08809
Fibre Crafts
38 Center St.
201-735-4469

NEW YORK

Bainbridge 13733
Spinner’s Hill Shop
RD #1, Box 118
Brackett Lake Rd.
607-843-6267

Charlton 12019
Woodside Weavers
4091 Jockey St.
518-399-7991

Henrietta 14467

The Fiber Shop, Inc.
3182 East Henrietta Rd.
716-334-1440

Ithaca 14850

The Tabby Shop

49 German Crossroad
607-273-3308

Yorktown Heights 10598
Designed Fibers

2605 Colonial St.
914-962-4800

NORTH CAROLINA

Asheville 28801
The Weaver's Web
92 Charlotte St.
704-252-3221

Davidson 28036

The Weaver's Studio
106-B South Main St.
704-892-LOOM

OHIO

Sunbury 43074
Village Crafts
62 E. Cherry St.
614-965-3476

Willoughby 44094
The Weaving Place
4114 Erie St.
216-975-9002

PENNSYLVANIA

Dalton 18414
Woolsworth Ltd.
R.D. 1, Box 199,
Manning’s Rd.
717-563-1042

East Berlin 17316
The Mannings Hand-
weaving Studio
1132 Green Ridge Rd.
800-233-7166

Conestoga 17516

Dotty Lewis-Dapple Crafts
#9 Indian Hill Rd.
717-872-2756

Rochester Mills 15771
Autumn House Farm
RD #1, Box 105
412-286-9596

TENNESSEE

Gallatin 37066
Miriam A. Hall
1735 Hwy. 25
615-452-8060

TEXAS

Conroe 77304
Suzanne Roddy,
Handweaver
1519 Memorial Dr.
409-756-1719

Harrisville, N.H. 03450

Dallas 75225
Spindletop Yarn Shop
4008 Villanova
214-691-2489

Ingram 78025

Acorn Handcrafts
305 Indian Creek Rd.
512-367-2567

WASHINGTON

Grandview 98930
Lazy Squaw Yarns
R 2, Box 2731

N. Griffin Rd.
509-882-2302

Issaquah 98027
Cottage Weaving
Gilman Village
206-392-3492

Seattle 98105
The Weaving Works
4717 Brooklyn N.E.
206-524-1221

WISCONSIN

Eagle River 54521
Cabin Fever Weaving
115 S. Main

Box 1282
715-479-2344

Milwaukee 53202

The Wool Works, Inc.
1812 N. Farwell Ave.
414-278-8838

CANADA

NOVA SCOTIA

Halifax B3] 2V9
Fleece Artist
Box 881

1865 Water St.
902-423-9311

ONTARIO

Mount Albert LOG 1MO
Gemini Fibres

RR. #1

416-473-1033

603-827-3333
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Schacht Spindle Company products are available through a network of dealers. The knowledge

they have to share with you and the services they have to offer make them a great place to purchase
our spinning wheels and spinning supplies. Stop by and visit them and pick up your copy of our

beautiful full color catalog. Here is a list of some of our dealers. Write to us for the names of other

dealers near you.

ALASEA CONNECTICUT MINNESOTA OKLAHOMA TEXAS CANADA
Anchorage Lebanon Avon Sand Springs Buda BRITISH COLUMBIA
Woolly Wonders Jacob’s Coat The Weaver’s Cabin Brush Creek Farm Handwovens by Ruffin Kamloops
3706 Towa Drive 13 Madley Rd. 20578 317th Street Rt 1, Box 235 5003 Overpass Rd. Mary’s Weaving
(907) 248:9384 (203) 6426744 (612) 845-7115 (918) 241-2437 (512) 295-SPIN (7746) 465 West Battle St.
New Haven Maple Plain Ingram (604) 3721763
ARIZONA Thera Yarns Detta’s Spindle OREGON Acorn Handcrafts Prince George
Mesa 298 Lawrence Street 1564A Budd Ave. Ashland 305 Indian Creek Rd. Talisman Clay
The Fiber Factory (203) 773-1287 (612) 479-6293 The Web.sters: (512) 367-2567 1370 7th Avenue, 4201
150 W. Main Minneapolis Handspinners, Weavers Lubbock (604) 564.5244
(602) 969-4346 GEORGIA Creative Fibers and Knitters Beck's Warp 'N Weave Richmond
Phoenix Atlanta 5416 Penn Ave. S. 10 Guanajuato Way 2815 34th Community Craft Cottage
Fibercrafts Dream Weaver (612) 927-8307 (503) 4829801 (806) 7990151 7577 Elmbridge Way
2619 W. Bethany Home Rd. 650 Miami Circle Portland San Angelo (604) 2780313
(602) 242-7428 (404) 2374588 MISSOURI Northwest Wools Fibre Faire e
Safford Columbia 3524 SW Troy 2505 N. Randolph A3
Cotton Clouds ILLINOIS The Weavers’ Store (503) 244-5024 (915) 6551437 g.’l.‘::‘;
Rt. 2, Desert Hills #16 Fairview Heights 11 S. 9th Street Roseburg Rg‘ s e
(800) 322-7888 Stoddard’s House of (314) 442-5413 The Weavers Cabin UTAH (613) 838-5000
(602) 428-7000 Spinning & Weaving 3471 Reston Road Salt Lake City
(618) 3985532 MONTANA (503) 6794600 The Shearing Shed Mount Albert
ARKANSAS Roundup 3829 South 300 East #5 s
Solgohachia INDIANA The Ewe's Cottage PENNSYLVANIA (801) 2689343 S
Stelljes Farms Farmland Horsethief Rd. Allentown (416) 4731033
Rt. 1, Box 39 The Fiber Shop Plus {406) 3231708 Maple Tree Cottage VERMONT Ottawa
(501) 354-4600 RR 2, Box 290 3214 Cambridge Circle Bridport Maggie Glossop
(501) 354-1511 (317) 468-6330 NEW HAMPSHIRE (215) 396-0142 Wooly Hill Farm 677 Edison Avenue
Shipshewana Henniker Dalton RD 1, Box 366 (a13) 7258854
CALIFORNIA Shipshewana Spinning Wheel Co.  The Fiber Studio (Scranton-Wilkes Barre)  (802) 7582284 JAPAN
Los Gatos 130 Harrison Street 9 Foster Hill Rd. Woolsworth, Lid.
Los Gatos Yarn Company (219) 5331559 PO. Box 637 RD 1, Box 199 VIRGINIA Osaka
109 W, Main St. Terre Haute (603) 4287830 Mannings Rd. Charlottesville Oribito Weaving Shop
(408) 354-8720 Indian Acres Spinner/Weaver (717) 563-1042 Stony Mountain Fibers 3283 'Ful.(alsawa.machl
Mt. Shasta 1801 S. 31st St. NEW JERSEY East Berlin 316 E. Main Street (?a‘;j‘";‘;‘ s
Shastasong Country Crafts (812) 2352129 Clinton The Mannings (804) 2962008 181 72%: 785231
214 N. Mt. Shasta Blvd. Fibre Crafts 1132 Green Ridge Rd. Richmond EOREA
(916) 9266760 IOWA 38 Center Street (800) 233-7166 Art Antics
Redding Ames (201) 7354469 (717) 6242223 104 W, Franklin St. S tandweavin Loo
From Ewe to You Rose Tree Fiber Shop Neshanic Station Lancaster Suite A e "30;“67"‘V§av‘“g m
224 Hartnell Ave. 417 Main Street The Spinniery Inc. The Golden Lamb (804) 788-0988 (02)' 7'79 1894
(916) 221-4217 (515) 2929237 RD 2, Box 156, Rt. 202 N. 9 Meadow Lane Tazewell
Sacramento Cedar Rapids (201) 369-3260 (717) 5696878 SheepTo-Shawl & UNITED KINGDOM
Rumpelstiltskin Ewe Knit Too Mercer In-Between
1021 “R” Street 500 1st Street SW. NEW YORK The Otter Creek Store R. 1, Box 573 g“'s“m )
(916) 442:9225 (319) 3654321 Charlton (Ballston Lake) 106 S. Diamond St. (703) 988-3847 g e
San Luis Obispo (319) 3937510 Woodside Weavers (412) 6622830 o d:Pe oW, Whbviste
Embark Nordic Imports 4091 Jockey Street North East WASHINGTON (03.’ <) 5050
1120 Garden Street MAINE (518) 399-7991 The Weaver’s Shop Marysville Cumbria
(805) 541-1868 Bath Henrietta Threads & Thrums The Wool Station Fibrecrafts at Barnhowe
Santa Cruz Halcyon Yarn The Fiber Shop 10675 West Law Road PO. Box 1322 Bttt
Fiber Enterprises 12 School St. 3182 East Henrietta Rd. (814) 725-5377 4218-136th St. NE Ambleside
1001 Center St. #14 (800) 341-0282 (716) 334-1440 Philadelphia (206) 653-2604 (0T
(408) 450-8134 (207) 442-7909 Uncommeon Threads Tenino
Valencia NORTH CAROLINA 3705 Main Street Angora Valley Fibers :‘)'leaveoc]:afts
Green Valley Weavers Supply MARYLAND Cary (Manayunk) 19402 Goebel Rd. SE. C; d;r e ot
24442.C Hampton Drive Baltimore Shuttles, Needles & Hooks (215) 4833018 (206) 264-2030 Darfiatin
(805) 259-7388 The Weaver’s Place 214 E. Chatham St. Smicksburg Mail Order Avail. Totnesgt
75 Mellor Avenue (919) 4699328 The Weaver Valleyford (Spokane) (0803) 864171
COLORADO (301) 788-7262 Taylorsville PO. Box 80 Weft & Wheel Mercantile ey
Boulder Frederick Sheepstone Natural Fibers (814) 257-8891 Rt. 1, Box 7 E "i‘Hmin % Sons
The Weaving and Forestheart Studio Rt. 4, Box 138 (500) 4488672 z;al‘{‘i & westhmt
Knitting Shop 21 South Carroll St. (704) 6326529 RHODE ISLAND e
1702 Walnut Street (301) 6954815 Pawtucket WEST VIRGINIA (0305) 64449
(800) 262-5545 OHIO Slater Mill Historic Bunker Hill S
(303) 4431133 MICHIGAN Clyde Site Museum Shop Rocky Springs Farm ww?‘l;.h s Weavi
Colorado Springs Grand Rapids Little House Roosevelt Avenue Rt.2, Box 263 HSO Ga.rde:n Skimvfl:;fh
Just Dyelightful Handwovens ~ Threadbender Yarn Shop 1927 N. Main St. (401) 7258638 (304) 229-2116 Abzr verm’
2629 West Colorado Ave. 2767 44th, SW. (419) 5479210 (060 5‘;4) 6073’
(719) 636-0059 (616) 531-6641 Wadsworth SOUTH CAROLINA WISCONSIN s
Durango Northville Sally’s Shop Greenville Kenosha -
Hermosa Handwoven Traditional Handcrafts 139 College St. The Weaver’s Knot, Inc. The Wool Shed Inc. f;brecr;:fat:,h_Style Cottage
133 East 8th Street 571 Randolph Street (216) 334-1996 121 Cleveland St. 11211-120th Avenue Go‘;’:{ ek
(303) 247-2678 (313) 349-7509 Willoughby (803) 235-7747 Lakeside Marketplace (04574;1‘51350
Lakewood The Weaving Place (414) 857-1179
The Recycled Lamb 4114 Erie Street Madison WES'
2060 Youngfield St. (216) 975-9002 Weaving Workshop Win t‘:r(:f(l;lum
(303) 2340537 0 . Jp it Serset Fiedrich Traub KG
1605) 2551065 Schorndorfer Strasse 18
07181/77055
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Lestra Hazel knows that it
takes more than a good loom

to make a placemat that
takes the cake.

Not every piece that Lestra Hazel
weaves is allowed to grace her table. In
her weaving, as in everything she does,
Lestra sets high standards.

Lestra was first introduced to weaving
in 1963. Working full time and being a
single mom kept her from her weaving
until eight years ago. Once technically
proficient, she concentrated on the
aesthetic quality of her work. For her,
every piece must be both beautiful and
functional. “I want my handwovens
to become part of someone’s life.”
She appreciates the simple joy of
using a handwoven piece again
and again. Lestra strives to re-
place manufactured material with
handwoven wherever possible; her
loom must not be empty! To do this

Her Days
Unlike many other people, once her
children were grown, Lestra moved into
alarger house and set about remodeling
it herself She is also filling it up with
handwovens; curtains, throw rugs,
upholstery, pillowcases, dishtowels,
placemats and table linens. Her race-
walking, weaving and
early morning aero-
bics are all activities

she needs d dabl
that she enjoys, and eces fependable
equipment.
they help release the
tension of her work. A Schacht is her Loom
school administrator Schacht Spindle Company
for Special Education knows that the quality of a
in Kalamazoo County, handweaver’s work is en-
Lestra spends long hanced by the quality and

days supervising a
preschool evaluation
program and pro-
grams for severely
impaired children.
She unwinds in the

function of the tools she
uses. Our looms and acces-
sory tools are thoughtfully
developed for both
performance and appearance.
We are deeply committed to

evenings by warp- SRSl doing excellent work and
ing on any one of keeping weavers like Lestra
her numerous Hazel satisfied.

weaving projects.

Her Weaving
Lestra is an active
member of both her
local and state guilds. She enjoys
making original and recipe designs
alike. She believes that the originality
of any piece can be in the design, color,
production or any combination of

these. She uses the “belly-up” bar in S( }HQ! HT
the basement of her rustic home to line SPIN:D][ )*E)ﬂ

up as many as six projects at a time.

A full color catalog of our looms and accessory tools is yours for $2.00.
Write to Schacht Spindle Company, Inc. 6101 Ben Place, Boulder, Colorado 80301 USA. Tel. (303) 442-3212.



Letters

Thanks

As a subscriber to several Interweave
Press publications, I feel grateful to your
organization for the wonderful quality
and consistently high standards you ad-
here to in all your publications. Also the
tone of your publications is inspiring and
uplifting.

We weavers are sometimes left out in
the cold by most craft/art publications. I
am proud to be a weaver and spinner—
and your careful and thoughtful maga-
zines make me feel connected to those
others who share my love of tactile tex-
tiles!

I'm writing this with my two-year-old
in my lap and my six-year-old calling me
from the other end of the house. Instead
of feeling that I must choose between the
many loves and responsibilities in my life,
I know that weaving can be an integrated
part of my busy schedule. The encourage-
ment and often lighthearted words of wis-
dom that come in HANDWOVEN are like a
visit from a good friend.

Pam Fink, Anaheim Hills, California

Have I told you lately how much I
appreciate your efforts, your talents, your
work?

As much as I love weaving, it would
sometimes be uphill going if it were not
for all of you.

Dee Jones, Nevada City, California

Harness vs shaft

Let us put the “harness” vs “shaft”
discussion to rest forever.

The independence and intelligence of
weavers are the qualities that make them
unique. Floor loom, table loom, backstrap
loom, tapestry loom, rigid heddle loom,
dobby loom, and yes, even draw loom are
some of the tools of the weaver and fiber
artist. Yet there is a minority of people
who would have them conform to their
ideas of terminology even though these
weavers and fiber artists have been doing
their “thing” for years.

Who says harness is wrong and shaft
is correct? Or—who says shaft is wrong
and harness is correct? Use the terms that

you have been using or the ones you want

to use, but please don’t tell me which term

Ishould use. I think both are correct; how-

ever, in quickly researching this subject, I

have found that the term “harness” has

been used in the United States and Can-
ada for over 100 years. A majority of the
weaving books and publications I have
read use the term “harness”, including
professional and nonprofessional publi-
cations. The loom manufacturers and
books listed below use the term

“harness”

R.D. “Frosty” Laughlin, Salem, Oregon
Here’s a partial list of the sources I
checked:

Commercial weaving books:

Dan River. A Dictionary of Textile Terms,
13th edition. New York: Dan River,
Inc., 1980.

Posselt, E.A. Technology of Textile Design.
Philadelphia: author, about 1897

Worst, Edward E. Foot-Power Loom Weav-
ing. Milwaukee, Wisconsin: Bruce
Publishing, 1918. The sixth edition was
reprinted by Dover in 1976 and titled
Weaving with Foot-Power Looms.

AD-A-HARNESS LOOMS®

—Traditional Quality—
AD-A-CAD/CAM SYSTEMS ™

—Trendsetting Innovations—

OZ~=pPREEEEO

MANUFACTURED BY

S =ao
-

A~ > I

MACOMBER LOOMS

i

Call or write today for our new catalog.

—ESTABLISHED 1936 -

P.O. Box 186 Beech Ridge Road - York, Maine 03909 - 207-363-2808
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Handweaving books:

Atwater, Mary Meigs. The Shuttle-Craft
Book of American Hand-Weaving.

Black, Mary. New Key to Weaving.

Frey, Berta. Designing & Drafting for Hand-
weavers.

Laughlin, Mary Elizabeth. More than Four-
A Book for Multiple Harness Weavers.

LeClerc, Robert. Creative Weaving.

Regensteiner, Else. Art of Weaving.

Thorpe, Azalea Stuart, and Jack Lenor
Larsen. Elements of Weaving.

Znamierowski, Nell. Step-by-Step Weav-
ing.

Loom manufacturers:
Leclerc, Gilmore, Macomber, Schacht,
J-Made, Hammett, Herald, Pioneer.

Limericks to weave by

I'm enclosing some limericks I wrote
with my compliments and best wishes. 1
like to find a little humorous tidbit here
and there to leaven the solemn approach
to our wonderful hobby of weaving. I
know you agree thatlaughter can be mag-
ical!

There was a young dyer named Lou
Whose beau was a cad (this she knew),
One day she did bop him,

In the pot she did drop him;

Now her yarn and her love are True Blue.

There once was a fine cat named Sam
Whose fur was as soft as a lamb,

Till a car did him in,

Then his mistress did spin,

And now he’s disguised as a tam.

Her warp was so awful she cried.

I can’t throw it out now, she sighed,
So she hid all the duller,

With gobs of bright color,

And now it’s her “ikat-dyed” pride!

There once was a weaver named Marge,
Whose loom was exceedingly large.
When her shuttle she tossed it,

At great speed she lost it;

Now she’s flying to Spain at no charge.

There was a new weaver named Ruth,

Who fought making warps, nail and
tooth.

Her lease sticks fell out,

Hit the floor with a clout,

Now she’s crossing HERSELF in Duluth.

There was a young weaver named Mary

Who threaded with warp that was hairy.

She used a close sett,

She’s working there yet

On her loom (and a bottle of sherry).
Betty C. Entner Santa Monica, California

Comfort facts

HANDWOVEN is always a treasure trove
of important information. Unfortunately,
the January/February 1990 issue had one
significant technical misrepresentation.
On page 104, “The Handwoven Commu-
niqué” states that the reason some wool
garments are comfortable next to the skin
and others aren’t is because of yarn struc-
ture, and worsted yarns are softer because
they donot touch the skin in the same way
as woolen spun fibers do.

In actuality, two other factors contrib-
ute to the comfort of wool garments. One
is chemicals used during scouring, dye-
ing, and other processes. Certain chemi-
cals can make wool fibers stiff or cause
skin irritation.

The second and most important factor
is the kind of wool used in the yarn. There
are many breeds of sheep yielding many
kinds of wools. In addition, the character-
istics of a single sheep’s wool can vary
with location on the body, age of the
sheep, and nutritional history.

Products of wools with appropriate
characteristics and good quality have al-
ways commanded admiration and top
prices. This is evidenced today in Euro-
pean and Japanese markets. Greater at-
tention to these principles in the United
States would improve the depressed pres-
tige and pricing confronting American
handweavers and their suppliers.

Stanley Bulbach, New York, New York

You're right, Stanley. —ed.

Readers ask

Can anyone help me find the complete
instructions for the Masterweaver Loom?
Jeanne Blech, P.O. Box 249 St. David,
Arizona 85630

When I make rag placemats, the sel-
vedges curl in when I release the tension.
Can anyone give me advice on how to
solve this problem?

Lori Kirkwood, Estacada, Oregon

Readers, if you have a solution to this problem,
drop us a line and we'll share your thoughts
in the next issue. —ed.

Your editors are eager to hear what’s on your mind:
about the magazine, about the state of weaving as a
craft, about how weaving fits into your life, etc.
Write “Letters” HANDWOVEN, Interweave Press,
306 N. Washington Ave., Loveland, CO 80537

REVISED EDITION
Y

MARGUERITE P.
DAVISON
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THE CLASSIC.. 240 pages,
hard bound, phetographically
illustrating over 1200 weavings,
all personally made by the
author. Weavers appreciate
the simple diagrams and
directions for duplicating
the designs...intended for
visual guidance,
even to thoese who
do not read English.

$25%

ADD $3.00
FOR SHIPPING
& HANDLING

ORDER FROM...

Marguerite P Davison

PUBLISHER

BOX 263
- SWARTHMORE, PA 19081
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THERE IS Harrisville
SOMETHING NEW Designs
IN THE WORLD 1990 Summer Workshops

Sarah Haskell

OF WEAVIN G! Peruvian Weaving ® June 25-29

Leslie Voiers
Intermediate Weaving ® Julv 9-13

Betty Vera
AN DE DéON Tapestry ® July 16-20
Sue Beevers

1 Warp, One Million Variations ® July 23-27
" " Py one Y
removable dent” REED Sigrid Piroch
. Design Challenges ® July 30-August 3
. Deqts _removed instantly & Madelyn van der Hoogt
easily in or off the loom! Double Weave and More ® August 6-10
 You create spaces in the Nell Znamierowski
reed as lal’ge as you want Color Harmonies ® August 13-17
wherever you want! Denise Gaines
= You create your own Introduction to Weaving ® August 20-24
"high fashion" warp! Peter Collingwood
« Endiess pOSSib“ﬂes with [ntroduction to Rugs ® September 4-8
your designs! Peter Collingwood
. Ribbons, beads, |eather, Blockweaves ® September 10-14
.l | flat lace, braided & White for a free broch
. rite for a free brochure:
- /, large yarns flow In'to a The Weaving Center
; SmOOth, even warp: Harrisville Designs
/ Harrisville, NH 03450
10 dents per inch

Available 24 - 60 inches - $139 to $179

ANDERSON

"snap-in" HEDDLE

THE CIRCLE THE CIRCLE BAR

For bulky yarns For leather BOOK | I

designer beads flat lace & wide ribbons ‘4 ,{ o .?2 52;"' =
All oversize weave items! Prevents twisting & turning! “ W, LM S oy

[ r

Q
]
“ﬁ\ 4,

‘r v\\‘u
' u ¥ &
‘o. d

iy 2 :
() ; Look for us at ‘l,i
s7  CONVERGENCE

Q\\ N Available in Bookstores ,‘
\ -

J *Quantity
discounts

CIRCLE-$2.75each  available CIRCLE BAR - $3.50 each

or
Directly from:

ur " in" heddles are companion pieces to the "removable dent" reed! .'g :t
“‘i‘\\’m’a‘é &

\, » Vg
ANDERSON Weaving Tools . ,‘ L AARY o

% (OLOR TRENDS  *
w":‘ 8037 9th Avenue N.W. I":' 5
‘! "V Seattle, WA 98117 ; »“‘r\'
LU w 1

\ .““‘.\ .b:_lv'a“itl“‘p‘ <

N\/\M/\/\

219 Broadway, Suite 323
Laguna Beach, CA 92651
(714) 497-7032
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IN MEMORIAM
THEO MOORMAN  (1907-1990)

Theo Moorman was born on May 25, 1907 and died on January 30, 1990. Weavers will not soon forget her.

Theo trained at the Central School of Art in London, after which she worked as a graduate assistant with Heal’s in London
and as a designer-weaver for Warner & Bros. in Braintree, Essex. During World War II, she wove fine material for camera shutters.

However, it was the years she spent as Assistant Director of the Council for the Encouragement of Music and the Arts
(1944-1953) that had the most critical influence on her career development. Theo said that dealing with so much high-quality
art both set her a standard and opened her eyes to the potential of weaving as an art form in its own right.

- Frustrated by the slowness of traditional tapestry weaving, she developed

' the Moorman Inlay Technique, which is described in her autobiographical and
technical book, Weaving as an Art Form (New York: Van Nostrand Reinhold,
1975).

In “A conversation with Theo Moorman” (HANDWOVEN, January /February
1989), Theo remarked, “ I was torn between the desire to express a pictorial
image in this technique and a desire to use a technique to its fullest extent. These
two things really war against each other.” As a matter of fact, Theo abandoned
the pictorial image altogether and sought the essence of the ordinary things
which populated her world—trees, grasses, stones,—even shadows on an
adobe wall. Eventually, through the use of a fan-shaped reed, she achieved a
three-dimensional effect and added subtle movement against her abstract
backgrounds.

Theo Moorman was known and loved throughout the United Kingdom,
Canada, the United States, and New Zealand, not only as an artist and crafts-
man, but as a teacher who sought to share her ideas and ideals with all. A
gallant, gentle, talented soul has left the art world, and we are all poorer because
of her passing.

—Shirley Herbert, Albuquerque, New Mexico

CONVERGENCE 90 «SAN JOSE
== CONNECTING THREADS

July 12-15, 1990

It’s not too Iate to register! If you have not received
your registration materials, please confact
Convergence 90

a4 PO. Box 1808, Aptos, CA 95001-1808 (408) 462-1117

l\-\' A committee of the Handweavers Guild of America
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Tricks of the Trade

Some advice never grows
old. Here are some sage
suggestions from the past:

On weaving linsey-woolsey:

“We find the 20/2 cotton an excellent
warp for ‘linsey-woolsey’ It may be
woven with a weft of homespun, of Shet-
land, or of the fine ‘special’ yarn. The trick
about linsey-woolsey is to weave loosely.
If beaten at all hard, the fabric becomes
stiff and unattractive.”

—Shuttle-Craft Guild Bulletin #2
(published 1924)

On color:

“Purple, lavender, mauve, and all the
shades of that family are difficult, and are
to be avoided where ‘playing safe’
though they are very beautiful when
properly handled.”

—Shuttle-Craft Guild Bulletin #5
(published 1924)

On beaming:

“We could describe so many interest-
ing and out-of-the-way techniques that it
would make a book. This is because
human ingenuity has been working for
decades to find a way to do the beaming
without a helper. Besides the usual ways,
there are also such unorthodox ones as
tying a piano to the end of warp and make
it advance toward the loom when beam-
ingisin progress. Another, only for weav-
ers living in sky-scrapers, is to throw the
warp out of the window with any heavy
object attached to its end, and then beam
over the window sill. Strange as it may
seem, both methods would work very
well.”

—Master Weaver #46, July-August 1959

On storing dyestuffs:

“Itis an excellent idea to tie bits of yarn
or wool around the outside of the jar, so
one may see at a glance what colors have
been produced from the petals in each jar.
Records should be kept of dyes and mor-
dants used in obtaining each color.”

—Natural Dyes, by Sallie Pease Kierstad
(published 1950)

On knowing your loom:

“Miss Van Cleve says that the best way
to learn all about looms is simply to take
them apart and put them together again.
No part should be a mystery to anyone
after that—but frequently it is.”

—Handweaver and Craftsman, Summer 1950

SCHACHT
SPINDILE &

Schacht Spindle Company products are available through
a network of dealers. The knowledge they have to share
with you and the services they have to offer make them a
great place to purchase our spinning wheels and spinning
supplies. Stop by and visit them and pick up your copy of
our beautiful full color catalog. Here is a list of some of our
dealers. Write to us for the names of other dealers near you.

ALABAMA
Huntsville

Warps End

1504 Mountain

Springs Circle

(205) 534-3210
ARIZONA

Mesa

The Fiber Factory

150 W. Main

(602) 969-4346
CALIFORNIA

Los Gatos

Los Gatos Yarn Company
109 W. Main St.

(408) 354-8720

Mt. Shasta
Shastasong Country Crafts
214 N. Mt. Shasta Blvd.
(916} 926-6760
Sacramento
Rumpelstiltskin

1021 “R” Street

(916) 4429225

San Luis Obispo
Embark Nordic Imports
1120 Garden Street

(805) 541-1868
COLORADO
Boulder

The Weaving and
Knitting Shop

1702 Walnut Street

(800) 262:5545

(303) 4431133
Colorado Springs
Just Dyelightful Handwovens
2629 West Colorado Ave.
(719) 636-0059

CONNECTICUT

New Haven

Thera Yarns

298 Lawrence Street
{203) 773-1287
FLORIDA

Apopka

Knitting Machines of Florida
380 Semoran Commerce Place
Suite 107A

(800) 346:2311

(407) 886-7300
ILLINOIS

Chicago

Weaving Workshop

918 W. Diversey Parkway
(312) 929-5776
INDIANA

Farmland

The Fiber Shop  Plus
RR 2, Box 290

(317) 4686330
Shipshewana
Shipshewana Spinning
Wheel Co.

130 Harrison Street

(219) 533-1559

Terre Haute

Indian Acres Spinner/Weaver
1801 S. 3lst St.

(812) 2352129

MAINE

Bath

Halcyon Yarn

12 School St.

(800) 3410282

(207) 4427909

MARYLAND
Baltimore

The Weaver’s Place
75 Mellor Avenue
(301) 788-7262
Frederick
Forestheart Studio

21 South Carrolt St.
(301) 6954815
MICHIGAN
Grand Rapids
Threadbender Yarn Shop
2767 44th, SW,

(616) 531-6641
Northville
Traditional Handcrafts
571 Randolph Street
(313) 349-7509
MINNESOTA
Avon

The Weaver’s Cabin
20578 317th Street
(612) 845-7115

Maple Plain
Detta's Spindle
1564A Budd Ave.
(612) 4796293
Minneapolis
Creative Fibers

5416 Penn Ave. S.
(612) 927-8307
MONTANA
Roundup

The Ewe’s Cottage
Horsethief Rd.

(406) 3231708

NEW HAMPSHIRE
Henniker

The Fiber Studio

9 Foster Hill Rd.

PO. Box 637

(603) 428-7830

NEW JERSEY
Clinton

Fibre Crafts

38 Center Street

(201) 7354469

NEW YORK
Charlton (Ballston Lake)
Woodside Weavers
4091 Jockey Street
(518) 309-7991
Henrietta

The Fiber Shop

3182 East Henrietta Rd.
(716) 334-1440
NORTH CAROLINA
Cary

Shuttles, Needles & Hooks
214 E. Chatham St.
(919) 4699328

OHIO

Clyde

Little House

1927 N. Main St.
(419) 547-9210
‘Wadsworth

Sally’s Shop

139 College St.

(216) 334-1996
OREGON
Ashland

The Web.sters:
Handspinners,
Weavers and Knitters
10 Guanajuato Way
(503) 482-9801

Portland
Northwest Wools
3524 SW Troy

(503) 244-5024
Roseburg

The Weavers Cabin
3471 Reston Road
(503) 6794600
PENNSYLVANIA
East Berlin

‘The Mannings

1132 Green Ridge Rd.
(800) 233-7166

(717) 624-2223
Lancaster

The Golden Lamb

9 Meadow Lane
(717) 569-6878
Montrose

Jeanne Kirkpatrick
Box 22, 37 Prospect St.
(717) 2781722
Philadelphia
Uncommon Threads
3705 Main Street

(Manayunk)

(215) 4833018
Smicksburg

The Weaver

PO. Box 80

(814) 257-8891
TEXAS

Buda

Handwovens by Ruffin
5003 Overpass Rd.
(512) 295SPIN (7746)

Ingram

Acorn Handcrafts
305 Indian Creek Rd.
(512) 3672567
VERMONT
Bridport

Wooly Hill Farm

RD 1, Box 366

(802) 758-2284
VIRGINIA
Charlottesville
Stony Mountain Fibers
316 E. Main Street
(804) 2962008
Richmond

Art Antics

104 W. Franklin St.
Suite A

(804) 7880988
WASHINGTON
Tenino

Angora Valley Fibers
19402 Goebel Rd. S.E.
(206) 264-2030
WEST VIRGINIA
Bunker Hill
Rocky Springs Farm
Rt. 2, Box 263

(304) 2292116
WISCONSIN
Grafton

Grafton Yarn Store
1300 14th Ave.

(414) 3770344
Kenosha

The Wool Shed Inc.
11211120th Avenue
Lakeside Marketplace
(414) 8577179

CANADA
BRITISH COLUMBIA
Kamloops

Mary's Weaving

465 West Battie St.
(604) 3721763
Prince George
Talisman Clay

1370 7th Avenue, #201
(604) 564-5244
Richmond
Community Craft Cottage
7577 Elmbridge Way
(604) 2780313
ONTARIO
Ashton

Dini Cameron

RR #3

(613) 838-5000
Mount Albert
Gemini Fibres

RR.1

(416) 4731033
Ottawa

Maggie Glossop

677 Edison Avenue
(613) 729-8854

JAPAN

Osaka

Oribito Weaving Shop
3283 Fukaisawamachi
Sakai-shi

722-78-5231

KOREA

Seoul

L.DH. Handweaving Loom
CPO. Box 6718

(02) 779 1894

UNITED KINGDOM
Cheshire

‘Tynsell Handspinners

3 Chapel Brow, Tintwistle
Hyde

(04574) 5030

Cumbria

Fibrecrafts at Barnhowe
Elterwater

Ambleside

(09667) 346

Devon

Fibrecrafts,

Cider Press Centre
Dartington

Totnes

(0803) 864171

Dorset

Frank Herring 8 Sons
27 High West Street
Dorchester

{0305) 64449

Gwent

Wool Wheels Weaving
Hop Garden, Skenfrith
Abergavenny

(060 084) 607

S

Fibrecrafts, Style Cottage
Lower Eashing
Godalming

(04868) 21853

WEST GERMANY
Winterbach
Friedrich Traub KG
Schorndorfer Strasse 18
07181770 55
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The International
Textile Scene

by Nell Znamierowski

Right, first-prize fabric in The International
Textile Design Contest IV woven by Ann
Richards. Photo courtesy of The Interna-
tional Textile Design Contest. Above,
“1000 Kannons” 1987-1989 by Rebecca
Medel, from the 14th International Tapestry
Biennale. Photo: Nell Znamierowski.

The past year saw several exciting
international textile events; Nell
Znamierowski, adjunct professor at the
Fashion Institute of Technology reports
on three of them. A fourth event was the
second International Textile Competi-
tion ‘89 Kyoto, aimed at fostering a dia-
logue between textile art and textile de-
sign. For this exhibition, an interna-
tional jury of five judges chose 133
pieces from a field of 1517 sub-
misssions. Ten were chosen for awards.
Selected works were exhibited at the
Kyoto Municipal Museum of Art from
November 7 through November 19,
1989. A beautifully produced catalog of
the show is available for $40 ppd. from
Mr M. Kirimura, Jetro-Japan External
Trade Organization, Time & Life Build-
ing 43f1, 1271 Avenue of the Americas,
New York, New York 10020.

The 14th International
Tapestry Biennale

Even though it has been many
months since I saw the 14th Interna-
tional Tapestry Biennale in
Lausanne, Switzerland, my memory
of it still centers on one piece that
mystified and allured by its almost
ethereal presence. That piece was a
series of netted and dyed rigid fiber
structures by Rebecca Medel of Cali-
fornia. Constructed as a series of
planes one behind the other, it filled
an entire room.

This was only one piece of the 29
in this latest Biennale, held from
June 24 to September 18, 1989, at the
Musée Cantonal des Beaux-Arts.
However, it was perhaps the strong-
est of the 14 American pieces ac-
cepted into the show. In total, 805
pieces were submitted from 47 coun-
tries; 29 accepted entries indicates a
tighter culling out than ever before.

Other Americans showing were
Elizabeth Billings, Yvonne P
Bobrowicz, Lia Cook, Tina Fong, Jo-
anne Hammer, Jane Lackey, Gyongy
Laky, Barb McKee, Arturo Alonzo
Sandoval, Cynthia Shira, Carol
Shaw-Sutton, Susan Wilchins, and
Anne Wilson. There is room here to
cite only two examples out of the
many fine pieces. Carol Shaw-
Sutton’s swirling, energetic, sculp-
tural construction of willow and
linen with pigment and incorporat-
ing a slide projection filled a room
and invited one to walk in and be-
come part of its cosmic aura. Susan
Wilchins’s two-dimensional wall
hanging of pieced, appliquéd and
stitched, hand-dyed and screen-
printed cloth pieces showed marvel-
ous color interplay working with a
richly textured surface.

The Biennale, a juried exhibition,
has had many detractors. Some
have complained that “the Biennale
is no longer necessary,” meaning
that all boundaries of fiber art have
been broken so there is no longer

any reason to argue that fiber can be
art; others grumble that “the
Biennale is no longer a fiber show,”
noting that many pieces are of other
sculptural materials rather than
fiber.

Despite negative comments, I
have found something of interest or
delight in every Biennale that I have
attended. Usually the balance of
positive to negative has been tilted
toward the positive, but this latest
Biennale was an exception: I found
less of the positive than ever before.
Perhaps the brand-new jury (except
for Erika Billeter, the director of the
museum) felt compelled to make a
strong statement but lacked pieces
strong enough to make it with. (The
American representative on the jury
was Gerhardt Knodel, professor of
textiles at Cranbrook Academy.)

Other recent Biennales have had
a theme, such as all sculptural
pieces or all “against-the-wall” fiber
art. The latest did not; perhaps this
accounted for its lackluster quality.
However, I welcome a Biennale of
any sort and am saddened by a
rumor that, for a variety of reasons,
this is to be the last one. I hope this
will prove untrue and that in 1991
we will be treated to yet another
gathering of both the outrageous
and the sublime which will show us
what fiber artists around the world
are doing.

—continued on page 16
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An exciting new competition encourages weavers to design for the interiors market in the
hope of influencing a dormant U.S. industry.

The Carnegie Fabric Contest

by Nell Znamierowski

Ix days gone by, innovative
woven upholstery fabrics for busi-
ness interiors were designed and
produced by mills in the United
States. Now, however, most come
from Europe. Though most of the
American mills are gone, an abun-
dance of talented designers knowl-
edgeable in weaving are still here.
To focus attention on this situa-
tion, Bob Goldman, president of
Carnegie Fabrics, a leading firm
specializing in home furnishings
fabrics for contract (corporate and
commercial) interiors, conceived
the idea of a competition to en-
courage weavers to turn their ex-
pertise and experimentation to-
ward fabrics for interiors and, in
time, perhaps influence the revival
of this dormant industry.

The contest, called the 1989
American Handweavers Competi-
tion, was cosponsored by the
American Craft Council. The en-
tries were to be woven samples in
a minimum size of 24" by 24"
They were to be original designs
suitable for contract furniture up-
holstery. Carnegie Fabrics would
have the option to purchase and ar-
range a royalty agreement for any
design it deemed adaptable for its
production. The contest jury com-
prised members of the architec-
tural and interior design commu-
nity with experience or back-
ground in woven textiles, and Lois
Moran, executive director of the
American Craft Council. They
culled the 550 entries from 163 con-
testants down to 5 prize-winners,
10 merit winners, and 21 honor-
able mentions. All of the winning
pieces were shown in a stylish dis-
play at the International Design
Center of New York in Long Island
City during the October fall mar-
ket time. The exhibition opened

Above, first prize, Tal
Saarony’s plain-weave silk
fabric with hand-manipulated
warp floats. At right, second
prize, Shari Barkin-Chamish’s
wool and viscose chenille fab-
ric. Photos: David Riley,
courtesy of Carnegie Fab-
rics and the American
Craft Council.

with a champagne reception and
the awarding to the first five win-
ners of prizes ranging from $700 to
$3000.

Tal Saarony, a master’s candi-
date at Cranbrook Academy of
Art, won first place with a lovely,
understated piece in silk woven in
plain weave with hand-manipu-
lated warp floats. Second prize
went to Shari Barkin-Chamish,
who has her own design studio,
for a piece woven on a multishaft
dobby loom in wool and viscose
chenille. Third, fourth, and fifth
prizes went to Susan P. Gundy,
Cathleen A. Wilkerson, and Alex-
andra Dodd, respectively. All are
recent graduates of the Rhode Is-
land School of Design.

Although it would appear that
designers and former design stu-

dents made up the majority of en-
trants, in actuality, entries also
were received from handweavers
(for example, Sharon Alderman,
contributing editor to HAND-
WOVEN) as well as fiber artists (Vir-
ginia Davis, ikat artist working in
collaboration with Emily DuBois).
The large number of entries attests
to the keen interest in a contest spe-
cifically for the American interiors
trade. It is therefore encouraging
that Mr. Goldman and Carnegie
Fabrics have elected to offer the
contest again in 1990. The deadline
is September 1, 1990; entry blanks
and rules may be obtained by writ-
ing to The American Hand-
weavers Competition, ¢/o Carne-
gie Fabrics, 110 North Centre Ave-
nue, Rockville Centre, New York
11570.
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The International Textile
Design Contest

The International Textile Design
Contest sponsored by The Fashion
Foundation of Japan held its fourth
juried exhibition from November 29
to December 13, 1989, at the Hanae
Mori Building in Tokyo. With its
fifth contest slated for September
1990, it is well on its way to becom-
ing as established a textile event as

JaggerSpun yarns have a reputation for styvle

the Biennale in Switzerland. How-
ever, its focus is on cloth as cloth. It
hopes “to promote the importance
of textile design in the fashion
industry”, including in this woven,
knit, and printed fabrics which
might include embellishments. The
awarding of several monetary
prizes by fashion associations from
around the world shows that there
is great interest in bringing forth
and recognizing new talent in fash-

for quality, color and

softness. Whichever JaggerSpun yarn vou select, vou're getting only 100%
worsted spun wool or wool-silk, carefully crafted to give you a look you'll

celebrate. Naturally.

Sen .00 for our sample col-
lection and let your senses rejoice.
With a variety of textures, weights
and blends in over 140 colors,
JaggerSpun yarns offer vou pos-
sibilities that are perfect  no
matter what your style.

JaggerSpun Dept. HW
Water Street

P.O. Box 188
Springvale, ME 04083
(207) 324-4455

ion textiles.

This is not a comprehensively in-
ternational competition, as only five
countries participate: France, Italy,
Japan, the United Kingdom, and the
United States. Local juries in each
country choose 10 pieces from the
numerous entries received to make
up an exhibition of 50 pieces in
Tokyo. The American “10” for 1989
were divided into one group of five
“constructed” (woven, knit, etc.)
works and another group of five
“embellished” (surface print, dyed,
appliquéd, stitched, etc.) pieces.

Presenting awards of excellence
were the Fédération Francaise de la
Mode, Ideacoma Association, the In-
ternational Wool Secretariat, and
the Fashion Foundation of Japan.
The top prize for first place was
awarded by the Japanese Ministry
of International Trade and Industry
to Ann Richards of the United King-
dom for a double cloth based on the
pattern of fracture that molten lava
makes as it breaks through the
earth’s crust.

The other prizes went to Takeji
Tanaka of Japan, who devised a
method of applying a metallic coat-
ing to a fabric without damaging
the fabric; Fabienne Jouvin of
France, an illustrator producing
printed fabrics; Kathleen Doughty
of the United States, whose hand-
woven black-and-white fabric was a
dramatic juxtaposition of stripes,
vertical ikat, and warp- and weft-
faced circles and curves; and Alison
McCord-Walker of the United
States, whose pleated velvet piece
embellished with beads and then
appliquéd with machine and hand
stitching clearly showed the influ-
ence of Fortuny’s fabrics.

The other Americans whose
work was chosen to go to Tokyo are
Karren Brito, Emily DuBois and Vir-
ginia Davis, D’ Arcie Beytebiere,
Kathleen Grittner, and Tim Towner.

I was fortunate to have been able
to view the ten accepted American
entries before they were sent to
Tokyo. It is a great pity that there
will be no other showing of all of

—continued on page 20
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Spin it,Wind it,Weave it.

“Viking” Swedish
Floor Loom

Glimakra's newest  ajack loom available in 36"
and 48" weaving widths (4 harnesses, 6 treadles).
Solidly constructed; smooth, quiet operation. Clean,
even shed. An addition to the line of world-renowned
Glimakra® countermarch looms.

Swift
Skeinholder

From Sweden the
traditional, large (25”

high) wooden swift. - 7
Winder
A clever device to quickly wind balls
of wools, synthetics, cottons, etc.
Stainless Steel
For a full-color catalog of our
Reeds L extensive line of looms and weav-
ing accessories, send $2.50. For a
in Wi Has the cost of stainless steel yarn sample book, containing over
Bobbin inders reeds kept you from using 1000 color samples of wools, cot-
from Sweden },:‘ef;l“\'-/’&mékrggég”ceg&f]‘l g]: tons, linens and cottolins (50/50),
Well-balanced, smooth-running metal bobbin Aleasarify simrised y send $15 (Canada: U.S. $20).

winders. Small (#11), Large (#21), Lace (#31). COMPARE PRICES AND ORDER

’ OUR WEAVING EQUIPMENT
FROM YOUR WEAVING STORE.
IF THERE IS NO LOCAL
GLIMAKRA DEALER, YOU CAN
ORDER DIRECT FROM US - Call
TOLL FREE 1-800-BUY YARN or
(707) 762-3362.

Wooden Temples
and Shuttles

Over a dozen sizes available.

TEXSOLV Heddles/ Glimakra Looms

L3 3
- /
Tie-Up Kits n Yarns, Inc.
World famous; A subsidiary of Viking Trading Company
from Sweden. 1304 Scott Street—HW14
Over a dozen Petaluma, CA 94954-1181
heddle sizes
Use with #11 winder. available. Dealer Inquiries Invited
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Miss Minnie’s Magic

AE, MY FLATLAND friend,

looked a bit apprehensive as
we climbed higher into the moun-
tains behind Berea, bouncing over
the rutted road and splashing
through puddles in our search for
Miss Minnie’s place. We looked for-
ward to meeting Miss Minnie and
seeing the rag rugs she weaves; we
didn’t realize she would make our
visit even more memorable with a
lesson in philosophy.

Following somewhat vague direc-
tions, we turned at the old store and
up another steep, washed-out road
onto a ridge with a splendid view,
around a curve and up to the old
farmhouse.

Miss Minnie’s yard was cluttered
with old boxes, rusty farm ma-
chinery, broken lawn chairs and fire-
wood. As she came out to greet us,
her presence swept all that away, in
the same way that the snarling dogs
disappeared under the porch when
she snapped her fingers.

“Miss Minnie,” I said, “I'm
Norma Cole, and this is my friend,
Mae. Did you get my postcard? Is
this a convenient time to visit?”

“Oh my, yes,” she answered with
a generous smile. She took my out-
stretched hand in one of hers and
extended the other to draw Mae
into her warmth. “Come in, come
in!” she laughed.

Miss Minnie laughed again.
“You'd be surprised how many visi-
tors I don’t have. Especially with no
phone, folks just don’t find me if
they don’t have a good reason to.”
Already, we were glad we had.

Inside, Miss Minnie's huge, hand-
made loom dominated her neat,
well-organized studio/living room.
She had built it herself to accommo-
date a warp nine feet wide, and on
it, a rug just that width was grow-
ing.

Pleasantries aside, we began to
share the joys and problems of
weaving. “How many yards of

by Norma Cole

warp do you put on your loom?” I
asked, expecting that, for efficiency,
she must plan a very long warp and
weave many rugs before dressing
the loom again. Miss Minnie an-
swered, as we discovered she often
did, with a parable. “Onc’t the an-
gels come to my mama,” she said.
“The angels told my mama that
each cake must have its own cup of
sugar. Oh no, ma’am, each of my
rugs has its own warp.”

I was also amazed to learn that
she warped her loom all by herself.
I wanted to know how she was
physically able to accomplish this
monumental task on such a huge
loom, and another parable followed.

“My mama could speak to ani-
mals.” We must have looked doubt-
ful, for she insisted, “She really
could, you know. And animals
could speak to her. Onc’t our old
dog was gone forever and ever, but
one day he come back. Mama said,
‘Why hello there, Bo. How did you
find your way home?” And old Bo,
old Bo he answered my mama, "The
nose knows.” Old Bo answered my
mama as he lapped up her corn
pone and milk.”

Upstairs, we marveled at Miss
Minnie’s 15-foot loom, which she
had nailed to the floor to keep it
from “walking” as she wove. The
house was filled with boxes of color-
sorted coats, with piles of linings
and boxes of buttons arranged be-
tween: the artist's raw materials.

Over tea and a delicious pound-
cake (with its own cup of sugar), we
settled down to talk seriously about
the creative process and our jour-
neys to becoming artists.

Miss Minnie began, “You have to
find your magic.” Palms up, she
opened her hands to us, as though
to offer us the choice. “Each one of
us has our own magic,” she contin-
ued, “and when we find our magic,
we may live the same life, but that
life is never the same again. And

when you find your magic, those
we love who have no magic hang
onto us with every string we have.”

“When you find your magic,”
she said softly, “you are obliged to
use it.”

There seemed to be nothing more
to say. Mae and I hugged Miss
Minnie goodbye. We thanked her,
unable to express how her words
had moved us.

We were quiet on the way home,
hardly noticing the rough road or
the beautiful views. It seemed we
had been gone for days and days,
such was the intensity of Miss
Minnie’s words. At last I turned
onto the expressway, which drew us
back to our lives.

“Sometimes I think I have found
my magic,” Mae said as ordinari-
ness fell around us like a smother-
ing net, “but then I get caught up in
the swirl that always seems to sur-
round me, and it slips away.”

I sighed, thinking of my own life
and the strings that connected me
with those around me. A silence set-
tled between us as we contemplated
magic and strings.

“I can see that Miss Minnie has
her magic well in hand,” I finally
said, “but I wonder about her
strings.”

“She’s got some strings,” Mae an-
swered. “Did you see the pictures of
children and grandchildren? And
the people who buy her rugs—she’s
definitely strung to them.”

Again we fell silent. I agreed
with Miss Minnie that each one of
us must find and use her own
magic. Yet I doubted if we could
ever be free of strings. Mae must
have been having the same kinds of
thoughts.

“I'm not sure it would be possi-
ble to live without some strings,”
she mused, “and anyway, I'm not
sure I would want to.” <

Norma Cole lives and weaves in Monticello,
Kentucky.
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DunbAs LooMm COMPANY

Finely crafted ﬁble Looms

Available in 18" and 25"
in four and eight harness.

Treadle Stands
Four and eight harness for
25" loom.

Call or write for brochure:
(406) 728-3050
PO.Box 7522

Missoula, MT 59807

Since 1972

m R N S Emphasizing
Natural Fibers
Dozens of Yarns in Dozens of Colors

We sell directly only to production
weavers and knitters or to shops.
So please either write to us on your

CRYSTAL PALACE YARNS

(A division of Straw Into Gold, Inc.)
Dept. HW90

3006 San Pablo Ave.
Berkeley, CA 94702
(415) 548-9988

We are the USA distributor
for Ashford Spinning Wheels,
for more than 50 years,

the world’s most popular

and affordable wheel.

Write for our free color brochure of
wheels and looms, and dealer’s list.

Ashford
Spinning Wheels

Curoflax, Inc.

Specializes in FLAX and LINEN

For HANDSPINNING:
FLAX ROVING in hanks: 33 colors

LINE FLAX in stricks and batts:
natural and dyed

Flax samples and order form $2.00

For KNITTING and WEAVING:
100% LINEN YARN (wet spun 8/2)

in skeins and cones: 15 colors

Designer Quality

MACHINE WASHABLE & DRYABLE!
Sample card and order form $2.00

For DEMONSTRATIONS:
RETTED STRAW FLAX:
**  in bales

Wholesale Inquiries

/ : Welcome
i g 3 Quroflax, Inc.
Vil 1t PO, Box 241

+ %" Rye, NY 10580
*»

J-Comp—Not Just
Another Pretty Interface

It would have been easy to build just another computer-assisted loom. But J-Made
decided to build the best one, just the way we do with our other J-Made looms. We
looked at the problems weavers were having using computer-assisted looms, and
came up with solutions that truly bring handweaving into the future. Solutions like:
» extremely light, balanced treadling so
your legs don't get tired

* sheds are completely balanced
vs. lamm weights

* no harness float

* weaves everything
from delicate silky lace
weaves to heavy rugs

* do direct tie-up without
having to go through
the computer

* quiet operation, no
solenoid clacking

* all parts fully tested before
shipping,

And of course there’s more. For more information on J-Comp and

other fine J-Made looms, send $1.50 for loom catalog. For

accessories catalog, send $1.00 to J-Made Looms, P.O. Box 452,

Oregon City, OR 97045, (503) 631-3973.
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continued from page 16

these textiles—especially here in the
United States. Those interested in
submitting work for the 1990 exhibi-
tion should write to Linda Ogawa,
The Fashion Foundation of Japan, 5
E. 22nd St., New York, NY 10010.

The International
Seminar for Young
Designers

Italy has long been associated
with beautiful fabrics, and to study
these fabrics on site—their design,
history, and production—has been a
cherished dream for many textile de-
signers. This dream came true last
July for a group of 21 students of
woven design from around the
world who were chosen to partici-
pate in the International Seminar
for Young Textile Designers in
Prato, Italy. Prato, an important city
in the history of woven textiles
since the Middle Ages, is located
west of Florence in Tuscany. Two
students each from design schools
in Canada, Finland, France, Great
Britain, Holland, India, Israel, Swit-
zerland, and the United States and
three from the host country, Italy, at-
tended the seminar.

Funding, including the students’
expenses, came from the city of

Prato, which had recently com-
pleted the building, in Prato, of the
textile branch of Polimoda, a design
school in Florence associated with
the Fashion Institute of Technology

Three students at the Polimoda exhibit recep-
tion, from left to right: Suvi Svikki, Finland,
Luis Acosta, Holland; Eva Stocklein, Swit-
zerland.

in New York City. The seminar gave
the students the opportunity to
study historical and contemporary
textiles in Italy and to become ac-
quainted with each other’s educa-
tional background, creative orienta-
tion, and national design character-
istics; at the same time, it served to
introduce the school, its facilities,

and program to an international
audience.

Coordinator for housing, travel,
finances, and exhibition space was
Patricia Kinsella, weaving instruc-
tor at Polimoda. I was fortunate to
have been chosen to formulate the
weaving project for the seminar as
well as to be its instructor and cura-
tor of the project exhibition. The
two students attending from the
United States were Lia Chisum Boe
and Gloria Kim, both Fashion Insti-
tute of Technology graduates of
1989.

The theme of the weaving work-
shop part of the three-week curricu-
lum was to design a collection of
fabrics for spring/summer 1990
that might be produced in a Prato
mill. The students had been mailed
instructions along with color and
fabric forecasts for 1990 so that they
could do preliminary research be-
fore their arrival in Prato. The weav-
ing was done on 24-shaft dobby
looms and 8- to 16-shaft table
looms. The finished fabric swatches
were mounted on presentation pan-
els along with their design inspira-
tion and various experimental sam-
ples. These formed the basis of the
exhibition.

The students also attended lec-
tures and field trips pertaining to

—continued on page 35

PORTABLE LOOMS

Plenty of models to choose from including
the popular Pique series (double warp
beam). 4, 8, 10 & 12 harnesses.

PIQUE LOOMS. 12" 18" & 22" (including
reed & heddles). Ideal for pique, double
weave, Bedford Cord, seersucker,
supplementary warp weaves, etc.

« front mounted levers, easy to use

+ beater hinged for perfect beating

+ portable enough to carry anywhere
+ 2 warp beams

* individual ratchet systems

+ strong metal bars to separate warps

TRIPLE BEAM PIQUE LOOM. Comes
complete with additional sides & makes
into 3 looms: Triple, Double Beam &
Regular. No tools required for changeover.

EVERYTHING GUARANTEED

SAMPLER LOOMS

Our popular 4 & 8 harness 12" Sampler Loom packages
include 200 Texsolv heddles, reed, 2 shuttles & 2 lease sticks.

Full 12" weaving width. Maplewood construction with oil finish.

Reeds available for all looms from 2 to 26 DPI.

Triple Beam Piqué Loom

FREE BROCHURE

MOUNTAIN LOOM CO. LTD.

P.O. Box 182, Curlew, WA 99118
(604) 446-2509

LOOMS - LOOMS - LOOMS
30 Models to Choose From
Table Looms start at $140
Floor Looms start at $800

Tapestry Looms $165

20 HANDWOVEN

May/June 1990



. New from

Interweave Press

FABRIC PHOTOS

Marjorie Croner

Now you can turn treasured
family photographs, favorite
candid snapshots, or any
other photo, drawing, or
painting into useful and
beautiful household
accessories—book covers,
pillows, quilts, dolls, and
more—with this all-new
photo-transfer process that’s
inexpensive, fun, and easy to
do at home.

Step-by-step instructions tell
how to print black-and-white
photographs on cloth and
how to color them without
harm to the original
photograph.

7 x 94, paperbound, 96 pages. Color
and b/w photographs and illustrations
throughout.

$12.95

AMERICAN WOVEN COVERLETS
Carol Strickler

Carol Strickler traces the development of
coverlet weaving in the United States,
outlines the basic weave types, explains
how to analyze a coverlet, and gives
hints on preserving and displaying
heirloom textiles.

6 x 9, paperbound, 200 pages.

#578

MARBLING ON FABRIC @

Daniel & Paula Coben

A step-by-step guide to creating elegant
marbled patterns on almost any fabric—
tennis shoes, T-shirts, silk scarves,
neckties, and more.

7 x 9V4, paperbound, 96 pages.

#013 $12.95

‘WEAVING A TRADITIONAL COVERLET
Helen N. Jarvis

This clear, well-illustrated guide for
weavers at all levels of expertise stresses
the planning and technical follow-
through that result in a perfect coverlet
the very first time.

812 x 11, paperbound, 96 pages.

#0600 $10.00

SWEATERS BY HAND
DESIGNS FOR SPINNERS & KNITTERS
Hélene Rush & Rachael Emmons

Instructions for 24 sweater designs,
complete with notes on spinning and
dyeing your own yarn.

812 x 11, paperbound, 160 pages.

#582 $17.95

WARPING ALL BY YOURSELF
Cay Garrelt

Nearly 40,000 weavers have learned how
to get all those little threads through all
those little heddles with this explicit,
encouraging, and down-to-earth guide.
6 x 9, paperbound, 192 pages.

$6.00

WICKER BASKETRY @

Fro HopPE

Wicker Basketry begins with the
fundamentals—making bases, shaping,
weaving the sides, making borders,
adding handles—then offers patterns for a
variety of basket shapes.

812x 11, paperbound, 144 pages.

#002 $16.95

KNITTED TAMS
Mary Rowe

Knitwear designer Mary Rowe starts with
basic instructions for tams of all sizes,
using a variety of standard yarns and
captivating patterns, then explains how
to create original designs.

812 x 9, paperbound, 96 pages.

#0605 $12.95

THE KNITTER’S GUIDE TO
SWEATER DESIGN
Carmen Michelson & Mary-Ann Davis

A comprehensive system for knitting
custom-designed sweaters for all sizes
and shapes of people.

11 x 812, hardbound, 416 pages.

#583 $29.95

THE CARE & FEEDING

OF SPINNING WHEELS

Karen Pauli

A “buyer’s guide and owner’s manual”
for selecting and restoring old wheels
and keeping new ones in good running
order.

812 x 9, paperbound, 84 pages.

#470 $7.50

-

o0
Interweave Press books are
available from your
weaving supply source and
Jrom Interweave Press, Inc.,
201 East Fourth Street
Loveland, Colorado 80537.

Send for our catalog today.
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Using common household tools and
materials, you can print any photograph
on fabric in minutes, then turn it into
useful and beautiful clothing and
household accessories.

7 x 9V4, 96 pages, paperbound.

#0607 $12.95

SPLINT WOVEN BASKETRY
Robin Taylor Daugberty

Abundant step-by-step photographs and
clear instructions take you through three
basic basket types and 30 variations.

8Y2 x 11, paperbound, 168 pages.

#570 $15.00

A WEAVER’S GARDEN
Rita Buchanan

Plants for natural dyeing, herbs for
repelling moths, plant fibers for spinning
and stuffing, woody shrubs for textile
tools—their history horticultural treatment,
and contemporary use are covered in
fascinating detail.

6 x 9, hardbound, 240 pages.
=573

KNITTING FOR REAL PEOPLE @
Ferne Geller Cone

Based on the experiences of a knitting
group, this fun book emphasizes the
imaginative use of color and materials,
not following printed patterns.

712 x 9V4, paperbound, 144 pages.

$16.95

$12.95

8,12 20: AN INTRODUCTION TO
MULTISHAFT WEAVING
Katbryn Wertenberger

This book leads you through drafting
fundamentals, block weaves and profile
drafts, twills, unit weaves, and double
weaves. It covers turning, blending, and
rearranging drafts, reading and converting
peg plans, choosing and using a multi-
shaft loom, and more

812 x 9, hardbound, 144 pages.
#581 $16.00
IDEAS IN WEAVING

Ann Sutton & Diane Sheeban

This handsome and lavishly illustrated
sequel to The Structure of Weaving puts
aside the conventional do’s and don’ts of
weaving and opens surprising new doors
to creativity

812 x 11, hardbound, 160 pages.
#587 $29.95
THE STRUCTURE OF WEAVING

Ann Sution

This precursor and companion volume to
Ideas in Weaving presents a fresh
approach to basic fabric structures, an
inspired sense of design, and superb
color photography throughout.
812 x 11, hardbound, 192 pages.
#585 $29.95
PPATTERN AND LooM

Jobn Becker

By closely examining and replicating
ancient textile techniques of China,
western Asia, and Europe, this book
opens.up new realms for study and
experimentation.

712 x 10, hardbound, 316 pages.

#593 $50.00

LEARNING TO WEAVE WITH
DEBBIE REDDING
Deborab (Redding) Chandler

All you need to know to weave with
confidence is here in this four-harness
self-study course.

812 x 11, wire spiral bound, 232 pages.

#560 $17.00

WEAVING A TAPESTRY
Laya Brostoff

A comprehensive book that covers
tapestry weaving from fundamentals to
advanced techniques.

812 x 11, paperbound, 164 pages.

#551 $17.50

SPINNING DESIGNER YARNS
Diane Varney

This fully illustrated guide leads the new
or intermediate spinner into the world of
supersoft luxury fibers, textured effects,
and the dyepot’s miracles.
7V4 x 9, paperbound, 96 pages.
#580

A HANDWOVEN TREASURY @

$12.00

Jane Patrick, editor

Fifty favorite projects from Handwoven's
past ten years include updated
instructions, supporting articles on
techniques and weave structures, and Joe
Coca’s inspired photography all
supplemented with tips from readers.

81/2 x 11, paperbound, 144 pages.

#0604 $15.00

THE NEwW DYER
Sallie Vinroot & Jennie Crowder

An in-depth guide to understanding and
using acid, fiber-reactive, and disperse
dyes.

9 x 9, wire spiral bound, 118 pages.



HANDWOVEN, TAILORMADE:
A TANDEM GUIDE TO FABRIC DESIGNING,
'WEAVING, SEWING AND TAILORING
Sharon Alderman &

Katbryn Wertenberger

Everything you need to know about
producing elegant, well-fitting
handwoven fashions.

812 x 11, wire spiral bound, 147 pages.
#550 $17.50
FLEECE IN YOUR HANDS

Beverley Horne

How to prepare, spin, and use wool from
17 different breeds of sheep.
512 x 812, paperbound, 72 pages.
#440 $6.00
HANDs ON DYEING

Betsy Blumentbal & Katbryn Kreider

It’s all here: dip dyeing, overdyeing,

color gradations and variegation, tie-
dyeing, fold dyeing, batik, and more.
812 x 11, paperbound, 120 pages.

#588

HANDS ON WEAVING
Barbara Liebler

For the very beginner, a clear, logical
step-by-step introduction to weaving.
812 x 11, paperbound, 112 pages.
#568

$8.95

$8.95

HANDS ON SPINNING
Lee Raven

Understanding how spinning works,
building a simple spindle, spinning on a
treadle wheel, choosing a wheel,
preparing fibers, carding, twisting, and
plying are explored in detail.

8l2x 11, paperbound, 120 pages.

#575 $8.95

HANDS ON RiGID HEDDLE WEAVING
Betty Linn Davenport

This easy-to-use guide covers choosing,
setting up, and weaving on a rigid heddle
loom, and all the wonderful things you
can make with simple plain-weave
variations.

812 x 11, paperbound, 120 pages.
#576

This updated classic tells what to expect
from spinning wheels: how they work,
how to adjust them, what factors affect
speed, and the kinds of yarn for which
each wheel is best suited.

512 x 8Y8, paperbound, 64 pages.

#717 $6.00

Birgitta Dandanell & Ulla Danielsson

A Swedish folk knitting technique that
creates dense, durable, and exquisitely
patterned fabric.

7 x 9%s, hardbound, 120 pages.
#596 $18.95
KNITTING IN THE OLD WAY

Priscilla A. Gibson-Roberts

Learn about and knit sweaters from the
great folkcraft traditions of the world.
812 x 11, paperbound, 160 pages.
#565 $18.00
HOMESPUN, HANDKNIT

CAPS, SOCKS, MITTENS & GLOVES

Linda Ligon, editor

Fifty favorite patterns, with hints and
techniques from experienced spinners
and knitters.

812 x 9, paperbound, 160 pages.

#577 $15.00

THE ENCYCLOPEDIA OF HANDSPINNING
Mabel Ross

From abaca to zero-twist yarn, this
compendium of more than 1000 entries
covers the large, fundamental topics as
well as the juicy little tidbits.

7Y2 x 10, hardbound, 268 pages.

#584 $21.95

SYNTHETIC DYES FOR NATURAL FIBERS
Linda Knutson

This revised edition includes up-to-date
information on Lanaset® dyes, selecting
and using dyes, adapting common
utensils for dyeing, and understanding
the chemistry of the dyepot.
6 x 9%4, paperbound, 168 pages.
#569

SAMPLERS YOU CAN USE
Penelope Drooker

Sampling is an important part of weaving,
and samplers can be beautiful and useful.
Twelve projects with instructions.
812 x 9, paperbound, 104 pages.
#558

THE COLOUR CAULDRON
Su Grierson

A thorough and intelligent exploration of
vegetal dyestuffs.

6 x 9, hardbound, 234 pages.
#592

$12.00

$12.00

Jean Wilson

JEAN WILSON’S SOUMAK WORKBOOK

A handy history and notebook guide to
basic stitches in the soumak family and
all their variations.

5Y2x 7 wire spiral bound, 56 pages.
#553 $5.00
THE WEAVING ROSES OF RHODE ISLAND
Isadora Safner

The life, letters, and weaving drafts of
William Henry Harrison Rose and his
sister are the substance of this poignant
study of our weaving heritage.

7 x 9, hardbound, 160 pages.

#5606 $15.00

A Twni o YOuR CHOICE
Paul O’Connor

Threading and treadling sequences and
drawdowns for more than 1700 twills on
two to eight shafts.

812 x 5Y2, paperbound, 174 pages.

#490 $7.00

IN CELEBRATION OF THE CURIOUS MIND
Nora Rogers & Martba Stanley,
editors

This Festschrift in honor of the 80th
birthday of Anne Blinks is a sterling
collection of papers covering a world of
unusual textiles, techniques, and history
812 x 11, paperbound, 120 pages.
#554 $12.50
LINEN HAND SPINNING & WEAVING
Patricia Baines

Here is everything you need to know
about flax and linen. History
preparation, spinning, dyeing, and
weaving are covered in detail. Published
by Batsford Ltd. of England.

7%4 x 10, hardbound, 224 pages.

#715 $21.95



A HisTorY OF HAND KNITTING
Ricbard Rutt, Bisbop of Leicester

Drawing on literary evidence, legends,
and surviving scraps of ancient knitted
fabric, Richard Rutt traces the craft from
its earliest beginnings to the present day
72 x 10, hardbound, 248 pages.
#586 $24.95
THE ILLUSTRATED DICTIONARY

OF KNITTING

Rae Compton

This easy-reference guide for knitters
provides firm facts and sound advice in
more than 700 entries on basic
techniques, definitions, and interesting
historical tidbits.

7Y2 x 9, paperbound, 280 pages.

#599 $18.95

THE SWEATER WORKSHOP
Jacqueline Fee

Take a weekend to knit Jackie Fee’s
unusual sweater sampler from her clear,
step-by-step instructions, and you’ll be
free to knit youryarn at your gauge into
the sweater of your design.

812 x 11, paperbound/wire spiral, 160 pages.
#555 $15.00

DESIGNING FOR WEAVING
Carol Kurtz

This book enables you to create your
own threading drafts, make effective
color decisions, and design with
confidence.

812 x 11, paperbound, 104 pages.

#564

‘WEAVING IN MINIATURE
Carol Strickler

Drafts, instructions, and theory for
reducing functional textiles to 1”:1 scale
for authentic dollhouse interiors and
other small projects.

82 x 5172, paperbound, 78 pages.

#410

FINISHING TOUCHES FOR THE
HANDWEAVER
Virginia West

The important special touches that can
be worked by hand-hemstitches, fringes,
braids, openwork—are found in this
classic handweaving reference.

7 x 9V4, paperbound, 96 pages.

#591 $10.00
DOUBLE WEAVE: THEORY & PRACTICE
Laya Brostoff

A clear and concise approach to the
fundamentals of loom-controlled double
weave.

812 x 11, paperbound, 45 pages.

#420

Katbryn Kreider

Ten imaginative tie-dye projects and three
fiber-reactive dyes for doing them.
Published by Contemporary Books, Inc.

8 x 5, paperbound, 105 pages.
#716 $11.95
A RUG WEAVER’S SOURCE BOOK

Linda Ligon, editor

Eight rug weavers tell in detail how they
go about doing what they do.
812 x 11, paperbound, 176 pages.
#557 $20.00
A SnK WORKER’S NOTEBOOK

Cheryl Kolander

A compilation of silk lore for everyone
interested in this majestic fiber.
512 x 8Y/2, paperbound, 164 pages.

#563 $12.00

FASHIONS FROM THE LOOM
Betty J. Beard

A well-illustrated guide to weaving more
than 40 classic loom-shaped garments.
812 x 11, wire spiral bound, 96 pages.
#450 $12.00
CLOTHING FROM THE HANDS

THAT WEAVE

Anita Luvera Mayer

A potpourri of history culture, travel,
design, and weaving.

812 x 11, wire spiral bound, 168 pages.
#559 $18.00
THE MAKER’S HAND:

A CLOSE LOOK AT TEXTILE STRUCTURES
Peter Collingwood

David Cripps, photograpber

Functional textiles from Peter
Collingwood’s personal collection,
accompanied by his thorough notes.
82 x 11, hardbound, 176 pages.

#579 $29.95

HANDWOVEN’S DESIGN COLLECTIONS
#3 Gifts

# 4 Outerwear

# 5 Dishtowels

# 6 Not for Beginners Only

#7 Simple Styles

# 8 Just Rags

#9 No-Sew Garments

#10 Terrific Table Toppers

#11 Heirloom Table Linens

#12 Great Cover-ups

#13 Super Simple Tops

#14 Weaving for Baby (Avail. 7/90)
812 x 11, paperbound, 16-24 pages.
$4.00 each; five or more $3.50 each plus
shipping.

YARN: A RESOURCE GUIDE
FOR HANDWEAVERS
Celia Quinn

Full-size photos of hundreds of weaving
yarns with their fiber content, twist,
yardage, and other descriptive
information.

812 x 11, looseleaf ring bound, 112 pages.
#561 $15.00

HANDWOVEN DESIGNER PATTERNS
#101 Simple Tops

#102 Simple Skirts

#103 Overlayers

#104 Jackets and Blouses

9 x 12 box includes full-size pattern sheets,
complete instructions and fabric project notes,
32-page booklet, nonwoven tracing fabric.
$12.00 each; two or more $10.00 each.

THE HERB COMPANION
In celebration of the useful plants.

Growing herbs, appreciating their
fascinating history and using them in
cooking, crafts, and daily life is what this
sparkling new magazine is about.

Published six times a year. Subscriptions:
$21.00 a year. Canadian and other foreign
subscriptions: $26.00 US funds per year with
surface delivery postpaid. Single copies, $4.00
each plus shipping. Five or more copies, $3.50
each plus shipping.*

HANDWOVEN
The magazine for handweavers.

Published five times a year. Subscriptions:
$18.00 a year. Canadian and other. foreign
subscriptions: $22.00 US funds per year with
surface delivery postpaid. Single copies, $4.00
each plus shipping. Five or more copies, $3.50
each plus shipping.*

SPIN-OFF

A subscription to Spin-Off is like having a
support group in your spinning basket.
Published four times a year. Subscriptions:
$14.00 per year. Canadian and other foreign
subscriptions: $17.00 US funds per year with
surface delivery postpaid. Single copies, $3.50
each plus shipping. Five or more copies, $3.00
each plus shipping.*

*See order insert for availability of back
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Calendar

EXHIBITS, SHOWS & SALES

O Alaska. June 1-30. International Tap-
estry Network: Exhibit One, tapestry ex-
hibit at Fairbanks Arts Assoc., Alaska
Land Civic Center, Fairbanks. Show tours
the US. for two years. Contact Helga
Berry, ITNET, Inc., PO Box 203228, An-
chorage, AK 99520. (907) 346-2392.

0 California. Through May. Hands On!
Objects Crafted in Our Time, display of
objects from the permanent collection of
the Craft and Folk Art Museum, at the
May Co., Wilshire and Fairfax, Los Ange-
les. (213) 937-5544.

Q California. Through July 1. In Cele-
bration: Baskets of Ed Rossbach at San
Francisco Craft & Folk Art Museum,
Landmark Bldg. A, Ft. Mason, San Fran-
cisco, CA 94123. (415) 775-0990.

0 California. July 13-15. In the Park, ex-
hibit at Convergence 90, in San Jose. Fiber
work inspired by the painting, “ASunday
Afternoon on the Island of La Grande
Jatte” “Inthe Park”, 5814 River Oak Way,
Carmichael, CA 95608.

Q Connecticut. July 19-21. 33rd Annual

Crafts Exposition at Guilford Handcrafts
Center, 411 Church St., Guilford. Guilford
Handcrafts, PO Box 589, Guilford, CT
06437 (203) 453-5947

QO District of Columbia. Through July 8:
The works of Ed Rossbach. Through Aug.
5: Selected textiles from the museum col-
lection. The Textile Museum, 2320 ‘S’ St.,
N.W., Washington, DC 20008. (202) 667-
0441.

O Kansas. July 22-Sept. 2. International
Tapestry Network: Exhibit One, tapestry
exhibit at Wichita Art Museum, 619
Stacknan Dr.,, Wichita. Contact Helga
Berry, ITNET, Inc., PO Box 203228, An-
chorage, AK 99520. (907) 346-2392.

O Maryland. Through June 20. Fiber Im-
pact "90, exhibit featuring the work of
eight fiber artists at City Hall, Baltimore.
Call Art Commission, City Hall, (301) 396-
4721.

O Massachusetts. Through Aug. 3,
Hand Spinning in the Industrial Age: Pat-
ented Progress, spinning exhibit. May 20,
Annual Sheep Shearing Festival at Mu-
seum of American Textile History, North

Andover. Shearing and sheepdog demon-
strations, crafts fair, tours, entertainment.
Contact M.A.T.H., 800 Massachusetts
Ave., N. Andover, MA 01845..

Q Massachusetts. June 22-24. Boston
Buyers Market of American Crafts, Bay-
side Expo Center. Works in a variety of
media on display for retailers. Visiting
craftspeople must presenta business card.
(301) 889-2933.

Q Michigan. Through June 10. Sixth Bi-
ennial Fiber Show by Michigan League of
Handweavers at McCune Art Center, 461
E. Mitchell St., Petoskey. Part of the show
will be exhibited at the Traverse City Arts
Council Gallery June 12-30. Call Martha
Town, (517) 567-8989.

O Montana. July 21. Sheep-to-shawl con-
test sponsored by Roundup Wools and
Montana Wool Growers. Teams will com-
pete for $500 prize. Roundup Wools, 616
1st St. West, Roundup, MT 59072. (406)
323-2346.

QO New York. Through May 19. Focus on
Fiber, exhibit by six artists at The Holt
Haus Fiber Art Gallery, 7 Irma Ave., Port

Summer.
and the weavin’ is easy with

Our Canolina Cottons

Mercerized Perle

45 Luscious Custom Colors*in 3/2, 5/2, 10/2, 40/3

Weavers Lace
16 Fashion Colors*

Unmercerized Cotton
16 Custom Colors in 8/2, 20/3

*White & Natural too!

P.O Box 70

Columbus, NC 28722

Send $2.00 for Catalog
and sample cards.

Weaver’'s Way

Since 1975
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Washington, NY 11050. (516) 883-8620.

O New York. Through June 17 Lenore
Tawney- A Retrospective, exhibit of work
by the pioneer fiber artist at American
Craft Museum, 40 W. 53rd St., New York,
NY 10019. (212) 956-3535.

O North Carolina. July 19-22, Oct. 19-
21. 43rd Annual Southern Highland
Handicraft Guild Fairs at Asheville Civic
Center, Asheville. Contact Alice Hardin,
PO Box 9545, Asheville, NC 28815. (704)
298-7928.

Q Oregon. Through May 18, Tapestry-
Point of View, tapestry exhibit at the Hoff-
man Gallery. Through May 30, A Fine
Line, tapestry exhibit in the Centrum.
May 22-30, Designed to Wear, wearable
art show at the Hoffman Gallery. Oregon
School of Arts and Crafts, 8245 SW Barnes
Rd., Portland, OR 97225. (503) 297-5544.
O Oregon. Through June 16. Interna-
tional Teaparty, juried show including
fiber work. Contemporary Crafts Gallery,
3934 SW Corbett Ave., Portland, OR
97201. (503) 223-2654.

O Pennsylvania. June 15-17 City
Threads, juried fashion show in conjunc-
tion with Fiberscapes ‘90, the Midwest
Weavers Conference in Pittsburgh. Hand-
woven, handspun, felted garments. Con-
tact Debra Meteney, RD 2, Box 31A,
Venetia, PA 15367

O Tennessee. Through May 19. From
Here to There: Vehicles for New Forms/
New Functions, national open media
competition sponsored by Arrowmont
School of Arts and Crafts, Gatlinburg. In-
formation: Arrowmont School of Arts and
Crafts, PO Box 567, Gatlinburg, TN 37738.
(615) 436-5860.

O United Kingdom. June 16-17 Craft-
ing with Fibres, demonstrations, sales,
and competitions sponsored by the Ken-
net Valley Guild of Weavers, Spinners &
Dyers at Avebury Manor, Avebury, Wilt
SN8 1RF, U.K.

CONFERENCES

O May 19. Mid-Atlantic Fiber Confer-
ence at Univ. of Delaware. Dorothy
Burnham, Doris Finch Kennedy, Ankaret
Dean, speakers. $28 includes luncheon.
Call Kris Page, (215) 493-6469, or Karen
Schoenberger, (201) 779-7116 (evenings).
Q June 7-9. 6th Annual Fiber Affair at
the fairgrounds in Laramie, Wyoming,
sponsored by the Wyoming Fiber Guild.
Exhibits, style show, sheep-to-shawl con-
test, workshops for kids and adults. In-

structors include Priscilla Gibson-Rob-
erts, Maggie Putnam, Johanna Erickson,
Brucie Adams, Patsy Zawistoski, and oth-
ers. Contact Fiber Affair 1990, Rosemary
Edmiston, 4519 Bluebird Ln., Laramie,
WY 82070.

Q June 15-20. Fiberscapes, Midwest
Weavers’ Conference at the Pittsburgh
Hilton and Towers, Gateway Center,
Pittsburgh, PA. Laura Fry, Bobbie Irwin,
and Anita Mayer, speakers; mini/maxi
sessions, exhibits, fashion show, post-con-
ference workshops. Contact Cyl Maljan,
1100 E. Carson St., #2, Pittsburgh, PA
15203-1124. (412) 431-4404.

Q June 22-24. Ars Textrina, 8th annual
conference on textiles at Univ. of Wiscon-
sin-Madison. Contact Patricia Hilts, PO
Box 228, Marshall, WI 53559.

0 July 9-11. Complex Weavers’ Seminar
’90 in San Jose, CA. Seminars include
computer information for weavers, ad-
vanced weaving techniques. For informa-
tion, send SASE to Jane Hansen, 704 N.
Alpine Rd., Stockton, CA 95205. (209) 462-
6609.

O July 12-15. Connecting Threads, Con-
vergence 90, biennial conference of Hand-
weavers Guild of America in San Jose,
CA. Tours, workshops, and gallery exhib-
its July 9-12 and 16-20. For registration
information, send SASE to Convergence
90, PO Box 1808, Aptos, CA 95001-1808.
(408) 462-1117 Participants may also reg-
ister at the door.

0 July 13-15. Montana Assoc. of Weav-
ers and Spinners state conference in Great
Falls. Workshops by Clotilde Barrett, Flo
Hoppe, and others; seminars, fashion
show, juried exhibits. Information and
registration forms from MAWS Confer-
ence Registration, Joan Westerland, PO
Box 6731, Great Falls, MT 59406.

Q July 25-28. Sheep and Wool on a Small
Scale, national conference for small flock
growers and wool crafters at Utah State
University, Logan. Talks, workshops,
demonstrations, tours. Contact Wool on a
Small Scale, Utah State Univ.,, Logan, UT
84322-5005. (801) 750-2154.

Q Aug. 24-26. Minnesota Federation of
Weavers’ Guilds and Fiberartists 10th an-
niversary conference. Anita Mayer, key-
note speaker. At the College of St.
Scholastica, Duluth, MN. Contact Denise
Perry, 1535 N. 8th Ave. E., Duluth, MN
55805. (218) 724-5198.

U Sept. 17-23. Fiber Forum sponsored
by Coupeville Arts Center, PO Box 171,
Coupeville, WA 98239. (206) 678-3396.

QO Now. 2-4. The Gathering of Northeast
Handspinners at Lower Shaker Village,
Enfield, NH. Contact Peg Rearick, Sum-
mertree Farm, RR1, Box 100, Hebron, ME
04238.

O July 19-21, 1991. Fibers Through the
Ages, Midwest Weavers Assoc. confer-
ence at Purdue University, West Lafay-
ette, IN. Held concurrently with Ars
Textrina, 9th annual conference on textiles.
MWA conference open to members only;
lifetime membership $2 from Marjorie
O’Shaughnessy, 2126 Skyline Pl., Bartles-
ville, OK 74006.

TO ENTER

1 American Handweaver’s Competition
and national contest for original textile
designs for contract furniture upholstery,
sponsored by Carnegie Fabrics and The
American Craft Council. $750 to $3000 in
prizes. Entries of woven samples must be
received by Sept. 1. For prospectus and
entry form, write American Hand-
weaver’s Competition, Carnegie Fabrics,
110 N. Centre Ave., Rockville, NY 11570.
O Notice: Artfest, the Santa Fe Interna-
tional Art Festival, has been cancelled.

Q Fiberarts magazine seeks slides of
fiber work completed since Jan. 1987 for
possible inclusion in Fiberarts Design Book
IV to be published Fall 1991. Interna-
tional; entry deadline Sept. 1. Contact
Fiberarts Design Book IV 50 College St.,
Asheville, NC 28801. (704) 253-0467

Q Fiber As Art, juried exhibit, June 17—
July 29, at Hunterdon Art Center, Clinton,
NJ. Cash awards; juried by slides (limit of
2 entries). Deadline May 18. Applications
from Fiber As Art, Hunterdon Art Center,
7 Center St., Clinton, NJ 08809. (201) 735-
8415.

O Greater Midwest International VI,
juried exhibit of all media by any artist 21
years or older, Jan. 21-Feb. 22, 1991. Cash
awards; slide deadline Oct. 22, 1990.
LSASE to Billi R.S. Rothove, Central Mis-
souri State Univ, Art Center Gallery,
Warrensburg, MO 64093. (816) 429-4481.
U International Art Competition, New
York-1990, winners to be exhibited at
Marcuse Pfeifer Gallery, SOHO, New
York City. Includes fiber; slide deadline
June 30. Contact 1.A.C., PO Box 1058,
Lodi, NJ 07644. (201) 646-0222.

Q International Textile Design Contest,
sponsored by The Fashion Foundation,
Tokyo, Japan. Open to textile designers
from the U.S,, Japan, France, Italy, UK.,
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YARNS from FINLAND
Imported By

HandwGven

EATON YARNS

from Helmi Vuorelma Co.

WOOL
Karitsa Lamb’s Wool (looped)
Takana 7/2 Finnweave
Ryijylanka 7/3
Untuvainen 5/2 (brushable)

LINENST:

“'45"-“-6,&-‘50 = L

Hi! My Kampavilla 36/2

name is Perinnelanka 12/1

Frances Ensio 3 ply rug yarn

Timbers. C(;ITON_I des  Chetilh
| amettilanka enille

Please c‘{"'e Nyppylanka textured

by and say Froteelanka textured

hello while at
Convergence
‘90 in

i San Jose.

Cottons 8/3, 12/2 & 20/2

Seine Twine #06, 12, 15 & 18

Poppana bias cotton strips
LINEN

Tow Linen #4, 8 & 12

Line Linen 30/2, 12/2 & 16/2

Purjelanka 8/3 linen warp

Attention, Retailers
If you would like to carry

Handwoven in your store,
write Interweave Press,

hin WHOLESALE & RETAIL

Samples $3.00 - call or write: 306 N. ‘Was gton. Ave., Send for Color Card  $1.50 per yarn
HeirLoom Linens . . . and other strands Loveland, CO 80537, Eaton Yarns

37 Victoria Ave. N., Lindsay, Ont. K9V 4E8 or call (303) 669-7672. P O. Box 665 * Tarrytown, NY 10591

Frances Timbers . . . (705) 328-3727

(914) 631-1550 or (914) 946-9180

/' The ADDI
% Circular
. and Jumper
Needles are
made for extra speed
and natural feel, using nickel plated
brass. The cord is extra soft and will
not snag. Professional knitters love
them. Circular needies come in
lengths of 16" 20" 24" 32" 40" 47"
AllUS Sizes from 0-15. 40 comes in
000 also. Jumper needles 20" long.
Made in Germany and imported by:

skacel collection
224 SW 12th St.
Renton, WA 98055 Ph. (206) 255-3411
Inquiries from representatives invited

T

HANDWOVEN
It's worth

Handwoven

HANDWOVEN has been your catalyst for fine
weaving over the past decade. Information, inspi-
ration — interwoven. Protect your collection of
back issues with clean, orderly and readily acces-
sible cases and binders.

Handsome cases and binders are custom-made
for us in dark blue leatherette, embossed with
gold leaf lettering. Each holds ten issues.

CASES: $7.95 each; 3 for $21.95; 6 for $39.95.
BINDERS: $9.95 each: 3 for $27.95; 6 for $52.95.

Send to: Handwoven, Jesse Jones Industries,
Dept. HW, 499 E. Erie Ave., Philadelphia, PA
19134.

Enclosed is $ for Cases;
. Binders. Add $1 per case/binder for
postage & handling. Outside USA $2.50 per
case/binder (US funds only). PA residents add
6% 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, #, Exp. date. Call toll-free 7
days, 24 hours 1-800-972-5858. Satisfaction Guaranteed!

I -

---_------H

Meet the People
Get the News

Discover the Artists
Learn the Techniques
Spark the Imagination

FIBERARTS

v O1yr ( Sissues). $18.00
v O 2yrs. (10issues) $32.00

+ O New O Renewal

* O Mastercard 0O Visa Exp.
Card #
Canadians: add $2 per year. Foreign, add

$6 per year. Payment in U.S. funds.

Guarantee: If you're ever dissatisfied, tell us and

we'll return your money for the unsent issues.

Name (please print):

O Check

Address:

SEND TO: Fiberarts, 50 College Street,
Asheville, NC 28801 USA
Piease wait 4 6 weeks for your first issue.
L Nk I O L O
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and Germany- entries accepted Sept. 17—
25. The Fashion Foundation Liaison Of-
fice, 5 E. 22nd St. 21H, New York, NY
10010. (212) 228-8933.

Q Juried Exhibition of Handwovens,
sponsored by Memphis Guild of Hand-
loom Weavers and Memphis College of
Art, Sept. 27-Oct. 20. Cash and merit
awards. Open to residents of TN, AL, AR,
GA, KY, MS, MO, NC, VA. Jurying Aug.
17 SASE for prospectus to MGHW, Path
of the Weaver, PO Box 240661, Memphis,
TN 38124.

Q Uncommon Threads 90, The Fine
Line’s Annual Fashion Show and Sale,
Oct. 7 in St. Charles, IL. Juried by 4 slides
of recent garments and 1 detail slide;
deadline June 1. Open to all fiber artists
doing original work. LSASE to The Fine
Line Creative Arts Center, 6N158 Crane
Rd., St. Charles, IL 60175. (708) 584-9443.

INSTRUCTION

0O Through September. Two-week
weaving and dyeing classes on a variety
of topics for all levels of experience, at the
Danish Weaving Center, Haderslev, Den-
mark. Registration deadline 6 weeks in
advance. Housing & tours available;
classes limited to 8. Contact Danish Weav-
ing Center, Fjelstrupvej 34, 6100 Hader-
slev, Denmark. (Phone + 45 74 52 76 75).
U Through September. Numerous one-
week fiber art classes by noted instructors
at Sievers School of Fiber Arts, Jackson
Harbor Rd., Washington Island, WI
54246. (414) 847-2264.

Q Through October. Horizons, the New
England Craft Program, offers sessions in
weaving, paper, dyeing, and other crafts,
plus other events during the year. Also,
summer sessions for high school students
and Elderhostel participants include
weaving classes. Horizons, 374 Old
Montague Rd., Amherst, MA 01002. (413)
549-4841.

QJune 3-9. White oak basketry workshop
by Bill Cook at Bear Mountain Outdoor
School, Hightown, VA 24444. (703) 468-
2700.

Q June 3-Aug. 31. Summer session at
the Haystack Mountain School of Crafts
in Maine includes workshops in basketry,
fibers, and papermaking. Catalog from
Haystack, POBox 87 DeerIsle, ME 04627
(207) 348-2306.

Q June 10: Animal Fibers; June 24: Plant
Fibers, lectures by Florence Feldman-
Wood. June 25-29: summer vacation

workshop for children ages 8-13. Mu-
seum of American Textile History, 800
Massachusetts Ave., North Andover, MA
01845.

O June 11-22, 22nd annual War Eagle
Arts and Crafts Seminar in Arkansas.
Classes include basketry and weaving.
Contact Shirley J. Sutton, War Eagle Mills
Farm, Rt. 1, Hindsville, AR 72738. (501)
789-5398.

Q June 15-17, fiber retreat at Camp Glen
Gray, Oakland, NJ, sponsored by Pali-
sades Guild of Spinners and Weavers.
Weaving, spinning, basketry, knitting,
paper, and dyeing workshops. Accommo-
dations and meals available. Contact
Karen Skoglund, 70 Woodcliff Ave.,
Woodcliff Lake, NJ 07675. (201) 391-7696.
Q June 13-Aug. 22, summer quarter
classes in fiber and other crafts. June 18-
29, ikat workshop. June 20-22,23-24, bas-
ketry. June 26-30, papermaking. Oregon
School of Arts and Crafts, 8245 SW Barnes
Rd., Portland, OR 97225. (503) 297-5544.
O June 18-22: Paper making with Mari-
lyn Mensinger. August: Navajo weaving
with Sarah Natani. Sponsored by Coupe-
ville Arts Center, PO Box 171, Coupeville,
WA 98239. (206) 678-3396.

O June 18-July 1, Aug. 27-Sept. 9, Sept.
17-30. Traditional Greek Weaving Tech-
niques taught at Morea Weaving Center,
Leonidion, Greece. Additional classes on
kilims and knotted pile carpets by special
appointment. Contact Katerina Kalamitsi,
Morea Weaving Center, 22300 Leonidion,
Greece. (0757) 23124.

Q July 15-19, Indian Basketry: Woven
Traditions. Aug. 13-17, From the Hands
of Our Ancestors. Northwest Indian art
and cultural symposia with instruction by
Native American artists. College credit
available. Each symposium limited to 30
participants; basketweaving, drum mak-
ing, art & cultural activities. At The Re-
treat House, Hood Canal, WA. Contact
Pat Martinelli, PO Box 5838, Aloha, OR
97007 (503) 649-7124.

Q Summer 1990. Cooperstown Textile
School offers a series of 4-day and 1-week
workshops by Rabbit Goody on 18th and
19th century textiles. Workshops start
June 7 and continue through August.
Contact the school at PO Box 455,
Cooperstown, NY 13326. (607) 264-8400.
QO Summer 1990. One- and two-week
classes in weaving, paper, basketry, dye-
ing, felting, and clothing design at Arrow-
mont School of Arts and Crafts, Box 567,
Gatlinburg, TN 37738. (615) 436-5860.

Q The John C. Campbell Folk School
offers one- and two-week classes in fiber
arts as well as other crafts, featuring na-
tionally known instructors. Request cata-
log from John C. Campbell Folk School,
Brasstown, NC 28902. (800) 562-2440.

TRAVEL

O Arctic, June 28-July 5. Five-day work-
shop on giviuq spinning, knitting, lichen
dyeing; hiking, native arts & crafts. Spon-
sored by Holman Eskimo Co-op. July 18-
25: Muskox Tour, 1-week tour with In-
uvialuit family- hiking, camping, boating,
wildlife, giviuq spinning, knitting, native
crafts. Contact Wendy Chambers, 21 Box-
wood Cresc.,, Whitehorse, Yukon Y1A
4X8, Canada. (403) 633-2530.

O China and Tibet, late summer or fall.
Focus on minority peoples’ textiles and
customs. Contact Mary Fletcher, PO Box
61228, Denver, CO 80206. (303) 692-9634.
O Mexico, Aug.7-19and Oct. 22-Nov. 3.
Explore the craft villages of Oaxaca, see
Zapotec weaving. Payment due 60 days
before departure; contact Linda Craig-
head, 542 W. 112th St., #8C, New York, NY
10025. (212) 866-8462.

Q Peru, Guatemala, Bali-Indonesia,
1991. Folk art tours now being arranged
by Gordon Frost, PO Box 2, Benicia, CA
94510. (707) 747-1316.

0 Scotland, Autumn. Wool and Won-
ders of Scotland, 14-day tour with an em-
phasis on Scottish knitting and weaving.
Contact The Westminster Trading Corp.,
5 Northern Blvd., Amherst, NH 03031,
(603) 886-5041, or The Fiber Studio, PO
Box 637, Henniker, NH 03242. (603) 428-
7830.

0 Scotland, varied dates. Highland tour
includes Harris Tweed weaving demon-
stration, visit to woolen mill, historical
sites. In Canada: Don MacDonald Photog-
raphy, Suite 401, 1420 Crescent St., Mon-
treal H3G 2B7; in U.S., PO Box 915, Cham-
plain, NY 12919. (514) 842-2893.

Q Southeastern U.S., May—Oct. One-,
two-, and three-day tours sponsored by
the Southern Highland Handicraft Guild
to art and cultural centers. Contact An-
drew Glasgow, PO Box 9545, Asheville,
NC 28815. (704) 298-7928.

Calendar events of special interest to weavers are
printed free of charge as a service to our readers.
Please send your event information at least 10 weeks
prior to the month of publication to “HANDWOVEN
Calendar”, 306 N. Washington Ave., Loveland, CO
80537
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NOW AVAILABLE FROM

Yhe Sitk Yo

ADIVISION OF SELECT SILKS INC
DEPT.H BOX 78 WHONNOCK, B.C. CANADA VOM 1S0
PHONE (604) 462-9707
FAX (604) 462-0150
SAMPLES $5.00

EDGEMONT
YARN ISg:RVICE
N

.

Mail Orders
Serving Weavers for over 30 Years

Maysville Carpet Warp—TFillers
Yarn—Mercerized Pearl Cotton
Rags—Special Close Outs
Wholesale & Weaver’s Prices $2.00 Samples

Box 240 Edgemont
Maysville, KY 41056

1-800-446-5977
Toll Free

N

; IJ l‘ HA fx

SPECIALIST TOUR ACCOMPANIED BY ANN SUTTON

+ 11-25 OCTOBER 1990 -

Celebrated British weaver and author,
Ann Sutton, invites you to join her on this
once-in-a-lifetime 15-day tour of the
Scottish Highlands and Islands organised
by The Rowan Travel Company.

HIGHLIGHTS OF THE
TOUR INCLUDE:

® Visits to Shetland, Britain's most northerly point; the Isles of Lewis and

Harris; the West Coast and Highlands regions plus the cities of Edinburgh

and Glasgow.
® Weaving of Harris tweed and tartan plus spinning and natural dyeing.
® Color worksheps with Ann Sutton.

@ Special talks in the world-famous Edinburgh Tapestry Studios, the Scottish
Tartan Museum, the Queen’s Kilt Makers and the Paisley Museum.

® Meet with James Scarlett, one of the few remaining hand loom weavers

of tartan in Scotland and Chrrissie White, Head of Embroidery and Weaving
at Charles Rennie Mackintosh's Glasgow School of Art.
@ Behind-the-scenes visits to Scottish woollen mills (including TM Hunter
and Johnstons of Elgin).
@ See the sights, museums, Dunrobin Castle and the Glenfiddich Whisky
Distillery.
® Accommodation in the leading country house hotels of each region.
® Tour limited to 25 guests,

The tour price, including the round-trip transatlantic flight from
New York, UK internal flights and all meals, etc, is $3850

For further information and color brochure, please contact
The
Trading Corporation,
5 Northern Boulevard,
Amherst NH 0303I.
Tel: 603 886 504I.

Westminster

Experiments with Harris Yarn

-
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Gunnel Oresjé
the

WEDISH WEAVER

C()TTAGE Mail Order

Custom Wool Processing c tt I - I -
The Ewe’s Cottage is a wool processing, woolcraft, and sheep supplies a B, oA prices

mail order business located on a ranch northwest of Roundup, Montana. Project of the month

books, dyes, fibers, spinning wheels, looms,yarns, accessories, sheep placemats, tablerunners

crooks, sheep halters, power fence products and ewenique goodies

Dealer For: Ashford, Clemes & Clemes, Country Craftsman, Fricke,

Gallagher, Gaywools, Glimakra, Harrisville Design, Lou€t, Meck, Schacht Ear FHES infarmabie s

and more. price list, write to:
Custom scouring, carding, blending, dyeing and handspinning. Gunnel ér‘esjb
Registered Coopworth Sheep The SWEDISH WEAVER
Coopworth Fleeces raw or processed rovings P O. Box 1148
NCWG Flock #1996 Loveland, CO 80539 1148
Send $3.00 for catalog refundable
PO. Box 672 ' ' v If you also want samples of
ROUNDUP, MONTANA 59072 our over 50 colors in Cottolin,
phone (406) 323-1708 A enclaose $1.00.
. SPRING
ct“"c SUMMER
s .
Elite %
Yarns
MOHAIR
WOOL INTERWEAVE
COTTON ]
CHENILLE D R E S S
ALPACA
SILK CATALOG
RAYON
LINEN f
AND O
NATURAL
EcE RO OKS
BLENDS
BOOKS
PATTERNS

Free for the Asking

All yarns available
on cones. For listing
of yarn shop near
you, send SASE to
Classic Elite Yarns,
12 Perkins Street,
Lowell, MA 01854.
Wholesale inquiries
welcome.

Send for our complete catalog
of books and magazines today

INTERWEAVE PRESS
201 East Fourth Street
Loveland, Colorado 80537
(303) 669-7672
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Frederick J. Fawcett, Inc.
NEW ADDRESS: 1304 Scott St., Dept. I

OVER 450

: / BRILLIANTLY

COLORED
YARNS

For Just $9

Satisfaction Guaranteed
or Your Money Back.

Caress, touch, yank over 450 samples of
the world’s finest, most beautiful yarns
right in the comfort of your own home.
If you aren’t convinced you love them,
send them back and we'll refund your
money.

If you love them you'll still get your
money back because we credit the $9 to
your first order for $50 or more.

Over 10,000 satisfied Cotton Clouds
customers can attest to the beauty and

Petaluma, CA 94954-1181 = workability of these yarns—many
Call T?S%-g'_%e&l{f&(;ﬁ?'%% available only from Cotton Clouds. As
e e P P you page through our sixteen page,

“work-of-art” catalog you'll find yarns,
looms, needles, books, patterns,
videos—all pre-tested to guarantee you
the ultimate fabric experience. And of
course you'll find, in a convenient pouch
at the back, the actual samples of all the
yarns we supply on cones and skeins.
Over 450.

Hurry, order your samples and catalog
today. Don't wait to get your hands on
these fabulous yarns; use the order form
below.

l— — ORDERFORM —

Please send me my 16-page
catalog and more than 450
| e yarn samples immediately I

for $9 plus postage and handling of $1.50.

The feeling of cotton,
the benefits of wool,

® High quality handspun ~ Three weights available:

[0 check enclosed. [ bill my credit card
Montana “_’001 ® Heavy—500 to 700 o ’ o
. C}ieanecgl without yards per pound |
chemicals . " Medium—700 to 1000 Card # Exp.
® Over 70 colors available yards per pound I R
= Suitable for knitting ® Fine—1000 plus ame
machines

I Address
SEND FOR A SAMPLE SET $10.00

616 FIRST STREET WEST, ROUNDUP, MONTANA 59072 406-323-2346
VISA/MASTERCARD

IO knit [Jweave [Jerochet

Is

Mail to: Cotton Clouds R5%
Rt. 2, Desert Hills, #16

Safford, AZ 85546

)R\ In a small rural community in Musselshel} County,
§ Montana, we at Roundup Wools are keeping the
ancient traditions of wool alive. Rambouillet sheep,
with their distinctive horns, roam our golden Montana
prairies. Carefully chosen fleeces are sheared and cleaned,
without chemicals. Our studio is alive with spinners and
spinning wheels creating the soft Rambolld Yarn. Rambolla
products have the feeling of cotton and the benefits of wool.

I
|
I
|
| City State Zip |
I
I
I

7

Or call 1-800-322-7888 \\><%

/// In Montana we wear our pride naturally. J / In Arizona call 1-428-7000. e
d e : TN TN Cw i TG 4 —— el I
NN =% ___=
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DESIGNING WAYS

THE BAUHAUS

HE BAUHAUS—the name that

sounds like Shangri-La as it pops
up in any discussion of contemporary
design—was an art school in Germany
that existed only from 1919 to 1933. In
spite of the brevity of its life, its ideas
are still revered, followed, and admired
today.

Before World War I, German art was
Expressionist. “It is hard to think of any-
one at that time who thought in any
terms other than ‘art for art’s sake” who
saw beyond the purely personal and ro-
mantic experiments of artists trying to
express their individual views,” says
Alexander Dorner.! But after the war,
many Germans felt that the world
would never be the same, and art must
express that feeling in new ways.

by Barbara Liebler

Attempts had been made internation-
ally as early as 1900 to glorify the new
technology brought by the Industrial
Revolution and to try to come to terms
with it in art.

The Germans had already been ex-
perimenting with new ways of teaching
art. The Debschitz-Schule, founded in
Munich in 1902, and a model for the
Bauhaus, stressed workshop teaching,
no boundary between art and design,
and a preliminary year of self-discovery
in the arts, just as the Bauhaus did later.?

Another precursor of the Bauhaus,
Hermann Muthesius, sought a synthesis
between the “machine style” and the
“arts and crafts movement” His sup-
porters formed the Deutscher Werk-
bund, an alliance of artists, architects,

IvLovevTovSpin

on my
Country Craftsman
Spinning | Wheel

You'll Love

the
Lifetime
Workmanship
Guarantee

Send large S.ASE.
w/45 cents postage

for free brochure:

The Country Craftsman
Dept H, P.O. Box 412
Littleton, MA 01460
(508) 486-4053
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designers, tradesmen, and manufactur-
ers. It was a serious attempt to begin co-
operation between the best artists, crafts-
men, and industry, but it did not suc-
ceed in joining them: artists remained
romantic individualists intent on ex-
pressing their personal views.

The Grand Duke of Saxe-Weimar
was also interested in new forms of art
education. He invited Henry van de
Velde, a Belgian architect and designer,
to Weimar to advise “on matters pertain-
ing to the arts and crafts, architecture,
decorative arts,  to give practical
counsel to craftsmen and manufactur-
ers.””> In response to the Grand Duke’s
request, van de Velde founded one
school for fine artists and another for ap-
plied artists. But again a separation re-
mained between artists and industrial-
ists.

In 1919, van de Velde resigned. Wal-
ter Gropius, an architect and the young-
est of the Werkbund leaders, took over
the two schools and merged them into a
single school called the Bauhaus (“build-
ing house” an apt name for an architect
to choose). Here every student was
trained in each subject by two teachers:
an artist and a master craftsman. Under
Gropius’s direction, “modern artists, fa-
miliar with science and economics,
began to unite creative imagination
with a practical knowledge of craftsman-
ship, and thus to develop a new sense of
functional design.”4 By 1925, when the
Bauhaus moved to Dessau, a new gener-
ation of teachers had been trained: each
was a creative artist, a master craftsman,
and an industrial designer all at once.

The first proclamation of the Weimar
Bauhaus set forth the philosophy-

Architects, sculptors, painters must
all turn to the crafts. Artisnota
“profession” There is no essential
difference between the artist and the
craftsman. The artist is an exalted
craftsman. In rare moments of inspi-
ration, moments beyond the control

—continued on page 82
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8 Durable white or colored
polyester tape

B Ravel proof

B Reasonably priced—even
in small quantities

Send $1.00 for Our Custom Label Sample Kit.
Call or Write for Price & Ordering Information.

wintia, comecicuiososs 3 1 ERLING

(203) 379-5142 NAME TAPE COMPANY

® Printed with your name, logo
or artwork of your choice

B One or more ink colors

@ Care or content information
can be printed on back

FORT

CRAILO
YARNS

You owe it to yourself
to use top quality yarn.

® Spun, twisted, dyed especially for handweaving ®
* Finest virgin wool ® Fast dyes ® Moth-proofed ®

CRAILO-RYA 570 yd/Ib
CRAILO-SPUN 700 yd/Ib
CRAILO-LITESPUN 1700 yd/Ib
CRAILO-ZEPHER WORSTED 4900 yd/Ib

CRAILO-COTTON YARN

seventeen colors in cotton
8/2 ply 3-ply, 4-ply 5-ply 6-ply

28 colors —dyed and natural
4 weights —all for both warp and weft
Direct from mill to you in half-pound cones
Immediate delivery (postage added to invoice)
Complete sample line: Wools $2.00, Cottons $.80

FORT CRAILO YARNS CO.

P O. Box G, Newburgh, NY 12550
914-562-2698

NS/ 1Y

e .. g
&msntmcx . FAWCETT |/ |
SRS = o ;

A/ L/

A Complete Selection

of Incomparable Yarns and Fibres

Send for samples

Linen/Cotton Identification ($2.00)
Linen/Cotton Color ($2.00)
Worstgd ($2.00) * Flax Fibre ($1.00)
Linen Embroidery Fabrics ($1.00)

FREDERICK J. FAWCETT, Inc. 4
4

NEW ADDRESS: 1304 Scott St., Dept. 1
Petaluma, CA 94954-1181
Call Toll-Free 1-800-289-9276
(800-BUY-YARN)
M/C and VISA Welcome

%:ﬁmammma BHOUDIGIPALOIOID L4
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Weaver’'s Special!

We're giving away these wonderful FREE GIFTS with every
purchase of the famous Schacht—
FL 3317 45" High Castle Floor Loom
$1,266

YOUR CHOICE OF
(1) FREE MAPLE LOOM BENCH (Value $146)
(2) FREE VERTICAL WARPING MILL (Value $141)
PLUS
$50.00 worth of lovely French Wool

Prices F.O.B. SCHACHT
HIGH CASTLE

Our Warehouse FLOOR LOOM

French
Leclerc and

We also have in stock beautiful French Country Wool
Cotton

lovely Bouquet Cone Yarns  mill ends
Schacht Looms and accessories  etc.
Write, or call TOLL FREE 1-800-346-2311

VISA/MASTERCARD/DISCOVER Accepted

KNITTING MACHINES of FLORIDA

380 Semoran Commerce PI., Suite 107-A, Apopka, FL 32703
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« Harrisville Yarns, Looms and Accessories

« Classic Elite «+ Wilde « Brown Sheep Yarns
+ Navajo Yarns + Crystal Palace Yarns
« Spinning wheels, fleece & supplies

« Cranbrook and Norwood Looms

FREE SHIPPING
on looms and wheels

1-800-525-PICK

Fast, Personalized Service

P.O. Box 100 Flint, Ml 48502

.

/

)

-
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OF COVERLETS: the legacies, the weavers
By Sadye Tune Wilson and Doris Finch Kennedy

AWARDS WINNER: :

THE TENNESSEE ASSOCIATION OF MUSEUMS

THE AMERICAN ASSOCIATION FOR STATE AND LOCAL HISTORY
° 496 pages-—size 10 1/2" x 14" hardcover

° PRICE: $56 (Formerly $70) plus P/H $4.00 each
Canada and overseas P/H $7.20 each

——IN rogsidents agd sales fax $4.34 each,
TEXTILE ARTS INDEX -- 1950-1987
By Sadye Tune Wilson & Ruth Davidson Jackson

SAVE
20 %

From Selected Periodicals:

Ars Textrina, Complex We , Fib , Hanoy & Craft

Handwoven, Interweave, Knitters, Master Weaver Library, Prairia

Wool Companion (now Weaversj, Shuttle Craft Guitd Monographs,

Shuttle Spindle & Dyepot, Spin-Of, Textile Museum Joumal, Threads

in Action Monographs, Threads Magazine, Weaver's Journal

° 1006 pages, 8 1/2" x 11" hardcover

*PRICE: $19.60 (Formerly $28) plus $3.00 P/H each
Canada and overseas P/H $6.80 each

MANUSCRIPT NOTES

on WEAVING By James M. Holmes
° 8320 Pages, 6 1/2°x 9 1/4” hardcover
® Color slides of swatches available

These books were used in tachnical textie
schools that trainéd students for work Jn the textile mills of
England at the tum of the century. Today, intermediate and
&d , @specially those who use multi-hamess, dobby,
Jacquard, and mechanical looms, will find information and ideas
presented which are seldorn found in modern weaving texis.
PRICE: $15 (Formerly $25) plus $1.60 P/H each

Canada and overseas P/H $3.20 each

ORDER FROM:
Limited
Stock

SAVE
30 %

SAVE
40 %

Tunstede Press

Sadye Tune Wilson

212 Vaughn's Gap Rd., Dept. H
Nashville, TN 37205

U. 8. Funds, prepay, 3-6 wks. for dellivery
(615-352-0971)

/

—_—

WORKSHOPS ON
WEAVING & SPINNING

¢

YOUDON'T HAVE TO TAKE NOTES..IN OUR
WORKSHOPS...

you take the instructor home (via video)
and the information is always there...now as you learn,
and later as you review

WE HAVE PRODUCED
25 HOW-TO TEXTILE VIDEOS

For Your Learning Enjoyment

Executive Producer NANCY HARVEY

1-2 hours $19.00.to $49.00

HENRY’S ATTIC

Textured Weft Yarns
5 Mercury Avenue, Monroe, NY 10950

914-783-3930

To see the yarns Henry
keeps in the attic,
please send $15.00 and
resale number for
complete sample set.
(It's well worth it.)

Stores & production
weavers only please.

Individual weavers,
please see your local
weaving or knitting
store, or write for list
of stores carrying

FREE CATALOG Henry's yarns. We
800 289-9276 appreciate your
ICTORIAN business.
s d Rl
ijcgm 1304 Scott Street Petaluma CA 94954 “Voutve g0 b ke be M5 @JJO"IFQ,O 3
jrocyctions
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r 2,.4&6plyin8 eorthy\

natural wool colors.

natural white wool in
various weights and plies.

2 & 4 ply wooly Berber
yarns in 6 rustic colors.

2 & 4 ply top dyed
Berber in 6 tweed
colors.

sturdy 3 ply wool
in 16 subtle shades.

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

the Heavyweight-
a bulky wool yarn
in 10 bold colors.

soft, pure wool clothing
yamn in 8 undyed natural
shades & 18 muted colors.

all wool novelty yarns
in 12 colors o coordinate
with our fine 2 ply and
soft clothing yarns.

].@ carded wool in 5
natural and 9 dyed
colors.

Send $5.00 for Sample Cards
Dealer Inquiries Invited

WILDE
YARNS

3737 Main Street, Dept. H
Philadelphia, PA 19127

QTrodition in Spinning Since 1880)

continued from page 20

Italian textiles. The first week was
devoted to historical textiles under
the tutelage of Dr. Rosalia Bonito
Fanelli, curator of the Textile Mu-
seum of Prato, who opened the
week with an overview lecture on
500 years of Italian textiles. The
week culminated in a memorable
trip to Lucca, where the students
toured the silk exhibitions at the Pa-
lazzo Mansi, the costume collec-
tions at the Palazzo Pfanner, and a
private collection of antique silks at
the Villa Cocombola.

The second week was given over
to contemporary Italian woven fab-
rics. The students visited Prato mills
and had the mill owners and design-
ers come to the school to give talks
and hold discussions on how the
textile designer works with the fash-
ion designer to achieve the desired
fabric.

The last week culminated in an
exhibition of the students’ work. Be-

fore the opening of the show, a
round-table discussion open to the
public, the press, and industry took
place. The theme was “Education
and Research in the Future of
Textiles” Panelists included two
representatives of industry and the
city of Prato, two students, and my-
self.

The students found the seminar
an enriching experience in creative
growth and in the contact with each
other. For me, the insight into vari-
ous teaching methods throughout
the world was especially valuable.
Among the memories that we all
took back with us were those of the
delicious Tuscan cuisine in which
we indulged during all the recep-
tions and dinners given in our
honor. Although these students had
all expenses paid, there are plans to
develop similar summer projects on
a self-sustaining, fee-paid basis. <

A ND
L I G H

~

MOHAIR COUNCIL

Over 100 solid
and mixture shades.
Available on cones
or balls for weaving

or knitting.
Dealer inquiries invited.

@

Berroco, Inc., PO. Box 367, Dept. H-89
Uxbridge, MA01569 (508) 278 2527

[5E(22OCO

LOOM REEDS

Over 70 years of supplying looms to the textile
industry makes SOUTHERN LOOM REED your
most logical choice for a reed supplier. The follow-
ing specifications and prices are for our standard
pitchband reed used in the home weaving business.

INSTRUCTIONS FOR ORDERING
Dimensions: A. Overall Length
B. Heading (% Std.) C.Overall Height (2" Std.)
D. Wire Size (.125° S5td.) E. Band (%" Std.)

E. Specify. .(Carbon Steel) or (Stainless Steel)

G. Dents Per Inch

RETAIL PRICE: $30.00 Min. (Plus UPS Delivery)
Use your Visa or Mastercard!! Phone your order in
for ““Fast, 34 Day Delivery.” Write for pricing on
special reeds. Standard Reed Prices:
Carbon Steel Reeds: $1.00 per linear inch
Stainless Steel Reeds: $1.25 per linear inch

Send To: SOUTHERN LOOM REED MFG. CO., INC.
Route 3, Box 3, Gaffney, SC 29349, (803) 489-4786
Name, Date.

Street

City State Zip
Visa/Mastercard #

Exp. Date Phone

Signature
Price/llnch___ x Length_____ =
Add 5% SC Tax on SC Sales
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MEET
NORMAN
KENNEDY

Weaving is a lot of things to a lot of people.
To Norman Kennedy, it means the pride
and love of a craft that was handed down to
him from generations of professional
Scottish weavers. This pride and love of
craft is taught at his school.

The Marshfield School of Weaving offers
classes and workshops for all levels.

For more information call Norman at:

Marshfield School of Weaving
Plainficld, Vermont 05667 (802) 426-3577

MILL END
SAMPLE CLUB

Mill ends don'’t have to be odd lots, We hand pick quality
fibers and colors but keep the prices low. Join us and see
for yourself,

$4.00 / yr for 6 mailings

218 Massachusetts
Lawrence Ks. 66044

ARNBAR

FastSampling for
your next weav-
ing project. Know
in minutes whe-
ther your set and
color choices are
correct. Check your
weft and ppi accu-
rately. Use FastSam
as a frame loom. Do
multiple sampling and
compare choices —
FAST! FastSam is 6” x 97
with a highly contrasting
surface and three perma-
nent reference rulers. Comes with an elastic
tensioner, tapestry needle, storage bag and
instructions. FastSam is only $10.95, postage PAID
in USA. (Washington state residents add 7.8%
sales tax.) To order call (509) 922-1483, 10am-
S5pm (pst). Use Visa/MasterCard, or write:

Fiters k More

S. 321 Dishman-Mica Rd. » Spokane, WA 89206

supplier to weavers, spinners, knitters, and basketmakers

. 7

BRIttANY
KNITTING NEEDLES AND CROCHET HOOKS
NOT JUST FOR SPECIAL OCCASIONS

The most beautiful thing about BRITTANY needles is the way they work!
Consistent Quality Produced by one American crafisman using the
finest Eastern Black Walnut.

Warmth  Wood will not drain heat away from sensitive fingers.

Strength  Black Walnut is superior to other hardwoods in tensile and
weight bearing strength.

Smoothness That only handfinishing can provide.

Silence  No annoying clicking or ringing.
Stability Walnut's superior stability maintains size and prevents
warping.

Unconditional guarantee.

BRITTany company

3461 BIG CUT ROAD, PLACERVILLE CA 95667 916-626-3835
dealer inquiries invited
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PERSONAL
PROFILES:

Handweaving in America
between 1920 and 1960.

HE STORY OF THE REVIVAL of handweaving in

the early part of this century begins with its de-

cline in the late 1700s with the industrialization of
textile production. In the mid-1800s, political policies
abroad, increased factory textile production here, and
the Civil War contributed to a further decrease in the
number of professional handweavers, as well as to a de-
cline in home textile production in many areas. By the
late 1800s, less than a hundred years after the onset of
the industrial revolution, the tradition of handcrafting
textiles at home had all but died out except in a few iso-
lated areas of New England and the Southern Highlands.

Industrialization changed not just the way things were
produced, but it dramatically altered the way people
lived and made their living. Not surprisingly, a reaction
to these extreme changes emerged in the form of the
handicraft revival in England, the seat of the industrial
movement. The Arts and Crafts Movement, led by Wil-
liam Morris, eventually found its way to this country at
the turn of the century.

In the early 1900s, partly in response to the Arts and
Crafts Movement and as an effort to preserve our hand-
weaving heritage, interest in handweaving was renewed,
as shown by the founding of the Berea College Fireside
Industries, Laura Allen’s significant contributions in col-
lecting old drafts, the founding of weavers’ guilds, such
as the Weavers Guild of Boston, and the establishment
of the Shuttle-Craft Guild by Mary Atwater. From these

beginnings, interest in weaving was fueled further by
economic depression after World War | and the arts up-
heaval of the twenties.

The thirties found weaving and craft greatly influ-
enced by the influx of European immigrant artists and
craftsmen who brought with them the ideas of the Ger-
man Bauhaus and the influence of other European de-
sign centers. The climate after World War Il found higher
education opportunities, including careers in textiles,
and students eager to pursue these careers. In addition,
new materials developed for war use were turned to do-
mestic production and inspired fabric design. As the war-
ravaged European textile industry tried to put itself back
on its feet, American designers and industry experi-
enced an exciting era of domestically produced textiles
for an interiors market that was enthusiastic about receiv-
ing them.

During the forties and fifties, organizations supporting
weaving expanded throughout the country. On the one
hand, weaving guilds were established in great numbers
primarily for the benefit of hobby weavers. On the other
hand, weaving programs were established in colleges
and art and craft schools to train both industrial design-
ers and professional weavers. As weaving found a place
in new, modern interiors, it also gained new strength and
focus. This, as well as the political climate of the sixties,
brought weaving into an entirely new era that would view
fiber as art. <
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By 1880, in all but a few
pockets in New England and
the Southern Highlands, most
fabric in the United States was
factory-produced. Traditional-
ists, like Weaver Rose of Rhode
Island, kept weaving from all
but dying out. Writing in The
Shuttle-Craft Book of
American Hand-weaving,
Mary Atwater notes,

Weaver Rose may be said
to have done more than any
other one person toward the
modern revival of hand-weav-
ing in New England. In
1912, not many years before
his death, he invited a number
of people who were interested in
weaving to meet at his house
on Labor Day. Some seven
or eight enthusiasts gathered
and it was decided to form an
organization. The organi-
zation did not have many
meetings wnor did it function
very actively, but an impulse
was given that was of lasting
value to the weaver’s art.
Many of the members of that
early association are still weav-
ing, and many of them have
gone out from that meeting to
teach others and to carry on
the great tradition.”

Excerpts from
The Weaving Roses of Rhode Island
by Isadora M Safner

ILLIAM HENRY HARRISON ROSE

was born on June 18, 1839, and died
November 9, 1913. Few knew his whole
name; most knew him as Weaver Rose or
Quaker Billy Rose.

William Henry Harrison Rose and Elsie
Maria Babcock Rose were the only two of the
six Rose children, four girls and two boys,
who took to the family trade of weaving.
Weaver Rose’s lifestyle, which he uncompro-
misingly pursued, was that of a professional
weaver who lived his entire life in the family
home, his birthplace, and who sustained him-
self and his sister from the land on which they
lived.

William Henry Harrison Rose was born
well into the machine age of 1839. He and
Elsie chose not to be a part of that era of
industrialization, and for that all hand-
weavers must be grateful. In the late nine-
teenth century, Weaver Rose began collecting
weaving drafts, some of which date back to

The draft for this table mat is from Weaver Rose’s
draft book of weaving patterns. He calls it “Missouri
Trouble—Celebrated” the entry is dated August 10,
1821 Details for “Missouri Trouble” Table Mat,
woven by Isadora Safner are in the Instruction Sup-
plement.

Weaver Rose

the 1700s. The establishment of a correspon-
dence between him and Laura Allen about
1910 assured that the drafts would be pre-
served.

By the time Weaver Rose was at the height
of his career, the growth in manufactured
yams and fabrics was well underway. He
found it necessary to adapt his business to be
competitive, since mill goods were less costly,
and therefore the market available to the
handweaver was greatly diminished. He ac-
complished this in several ways. His weaving
was done to order, custom weaving. He used
coarser yarns both for the cotton warp and
tabby, and for the wool pattern weft. These
coarse yarns cut down on the time necessary
to dress the loom and weave the goods.

The Roses lived a life that some would call
“simple” Their neighbors thought them ec-
centric. He plied his trade as a lone craftsman,
took orders from samples, ordered the yarns,
and wove the finished products. Brother and
sister tended their farm, fields and animals,
and grew the crops which sustained them
year round. However, Weaver Rose was far
from a simple man. He chose to pursue and
preserve a former way of life, a life fast disap-
pearing from the American scene. He person-
ified the tradition of the solitary American
weaver, but beyond this, he looked to the
future. He honored and used that which had
gone before: the vocabulary, the tools, and
especially the drafts. The drafts were not only
those of his grandparents, but all of those
which he could collect from weavers
throughout the country. He offered to pay for
those he collected and was recompensed for
his own. He shared his knowledge and col-
lection willingly. <

In addition to a biography of Weaver Rose, The
Weaving Roses of Rhode Island contains 245
drafts, mostly overshot weave, collected by Weaver
Rose. His original titles and eccentric spellings have
been preserved. Computer-produced drawdowns of
most of the drafts are included in an appendix. The
Weaving Roses of Rhode Island, by Isadora M.
Safner is published by Interweave Press.
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Mary Atwater:

A Daughter Remembers

by Betty A. Biehl

HEN MOTHER WAS forty-one my
father died, leaving her with my four-
teen-year-old brother and me (a three-year-
old) to raise on very little money. Although
she had an excellent education, she held no
certificates of graduation and was considered
unqualified for most jobs. Many women in
such a position would have chosen to live
with and be supported by relatives. But not
Mother. She utilized her talents for teaching
and writing and her knowledge of hand-
weaving to establish a business that sup-
ported her for the rest of her life and financed
college educations for both of her children.
Through The Shuttle-Craft Guild and the
Correspondence Course in Hand-Weaving,

she was responsible for much of the revival
of the craft of handweaving in America. She
resurrected, modernized, and developed
weave patterns. She answered letters and
criticized fabrics sent by correspondence stu-
dents and conducted weaving institutes all
across the country. In her spare time she wrote
a mystery novel, several short stories, and
began a historical novel. Somehow she also
found time to raise my brother and me.

I was too young to remember much of the
early years in Seattle, Washington, where she
established the Shuttle-Craft Guild Corre-
spondence Course in Hand-Weaving. I do
remember that I learned my first lesson in
honesty there. I had stolen a dollar from her

Mary Meigs Atwater was
the champion of the home
weaver who she
enthusiastically taught,
encouraged, corresponded,
and philosophized. Through
her weaving study course,
Shuttle-Craft Guild
Bulletins, and books, she
brought traditional
handweaving to far-flung
weavers who otherwise would
have floundered without her
tutelage. Because of Mary
Atwater’s solitary efforts, we
have not only a legacy of
knowledgeable and
competent weavers, but the
benefits of her mindful
research and documentation.

Mary Atwater collected drafts wherever she could. This runner, woven by Carol Strickler, is a modified
version of an old coverlet discovered in Cambridge, Massachusetts, draft #108, “Sunrise and Dog Tracks”
in the Shuttle-Craft Book of American Hand-weaving. Complete instructions for Modified
Atwater Runner are in the Instruction Supplement.

HONOR ROLL
Laura Allen

Rita Adrosko

Jim Ahrens

Anni Albers

Mae Aldrich

Lyn Alexander
Marthann Alexander
Helen L. Allen
Laura Allen
Hartense Ammam
Mayme Anderson
Ruth Arnold

Ruth Awawa

Sally Ashwell

Mary Meigs Atwater

Robert and Roberta
Ayotte

Dr. William G. Bateman

Mary Baughn
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Mary Atwater enjoyed the freedom of design that inlay techniques offer and her writings are full of weaver
controlled designs. This Earth and Sky motif in The Shuttle-Craft Book of American Hand-weaving
is one of the many she shared with her devoted readers. Jean Scorgie’s interpretation is woven in 4-shaft
summer & winter with pick-up. We've also provided an alternative 16-shaft draft which requires no
pick-up. For details for Blouse with Earth and Sky Motif, see the Instruction Supplement. Yarns
courtesy of Schoolhouse Yarns.

Emily Borie Beals
Dorothy Beck
Irene Beaudin
Margaret Bergman
Oscar Bériau

Mary E. Black
Anne Blinks

Lili Blumenau

Bill Brown
Harriette Brown
Dorothy Bryan
Ruth Bunnell
Harry Burkett
Ruby Burkheimer
Dorothy and Harold
Burnham

Nellie Carlton

Bill Cartis

Hazel Chase

M. Joyce Chown

David Carroll Churchill
Doris Clement

Peter Collingwood
Alice K. Cripps

Ruth Dunlop Currey
Elsie Davenport

Mary Frances Davidson

“It is sort of happy magic—to take some spools of thread and some hanks of yarn and a few hours time and turn them
into a beautiful and useful thing that will last and serve for many years. It is hard to think of a pleasanter way to spend

the time one has to spare during the bad winter days.”

—Shuttle-Craft Bulletin #65, February 1930
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purse, which I used to buy five toy cars at
Woolworth’s. She explained to me that it was
normal for a child to steal once, but a second
time was to be discouraged. She took the cars
from me, put them on top of the kitchen cab-
inet where I could see them, and made me
scrub the kitchen floor for each one. I was
only six, but I learned my lesson.

We moved to Cambridge, Massachusetts,
when my brother entered Harvard. Mother’s
office was still in our home, and as her repu-
tation grew, more and more students
dropped by. People from foreign countries,
missionaries, and foreign correspondents
also came to visit, each with a piece of weav-
ing to discuss, and each with stories of excit-
ing happenings around the world. Some-
times there were hot arguments—some with
loom manufacturers who wanted Mother to
recommend their product but didn’t want to
make the changes she thought necessary,
some with yarn suppliers who wanted to sell
yarn but not in the colors and textures that
Mother thought weavers wanted.

While we were in Cambridge, I learned to
weave and earned my first spending money
threading and weaving a foot of fabric on
Structo looms so they could be sold “ready to
weave” Of course, I made threading and
treadling mistakes, many of which I thought
were “too little to be noticed” But Mother
noticed them and every one had to be cor-
rected.

I also earned some money helping Mother
with the Shuttle-Craft Bulletin, which was is-
sued every month. Mother wrote, illustrated,
mimeographed, and mailed the bulletin her-
self. I helped assemble and fold the pages,
and learned to use the typewriter addressing
envelopes.

Almost every evening, Mother and I took
turns reading aloud to each other while we
wove, embroidered, braided, or knitted. I ab-
sorbed a love of using my hands and an ap-
preciation for the beauty of the English lan-
guage. We would read anything that was well
written with an interesting plot.

Once a week, on the housekeeper’s eve-
ning off, Mother helped me memorize a poem
while she cooked supper. Mother usually
chose the poem, but her choices were diverse.
I still can recall Keats, Shelley, Rossetti, Blake,
Browning, Lewis Carroll, and many others.

I went to a “progressive” school because
Mother thought the nearest public school
concerned itself too much with educating re-
cent immigrants in the English language,
American law, and American social customs.
In grade school 1 learned French, algebra,
physics, biology, ancient history, and English

literature, but I learned nothing of geography,
government, grammar, spelling, and how to
get along with other children. I had friends at
school, of course, but I couldn’t invite them
home with me because Mother was always
busy with Guild work.

I spent summers with my cousins, the only
children my own age that [ knew well (they
are still among my closest friends). I didn’t
realize then that my family—my Mother, my
brother, and [—were any different from other
families. I suppose I assumed that everyone
had at least one loom in the house, and that
all my school friends spent their time, as I did,
surrounded by adults listening to half-under-
stood conversations and keeping a low pro-
file.

Mother cared nothing for style in clothes.
As long as the colors were pleasant and the fit
approximate, I was dressed with no consid-
eration for what “everyone else was
wearing” It wasn’t until we moved to Mon-
tana that I managed to discard the long
woolen underwear she made me wear for
protection against the New England winters.
Mother dressed herself mostly in black, but
usually added a colorful smock decorated
with stains of India ink.

By her example, Mother taught me hon-
esty and craftsmanship (which are really the
same thing), independence, responsibility,
love of family and country, the work ethic,
curiosity, love of the English language, and
that education and money are tools, not ends
in themselves. She taught me nothing of the
things most mothers teach their daughters—
cooking, housecleaning, economical shop-
ping, or hairdressing. She taught me no social
graces except for table manners. I was called
“hand-raised” by the school principal.

Mother may not have cared for stylish
clothes but she did value grace of movement.
I was pudgy and awkward so I was sent to
dancing class and learned to dance and how
to fall, which proved valuable when I got ice
skates for Christmas.

We moved to Helena, Montana, when I
was in high school. We lived at the YWCA
during the winter so Mother didn’t have to
cook and keep house. We spent the summers
in Basin, with an occasional fishing trip to the
Madison River. I didn’t care much for fishing,
but Mother was happiest knee-deep in the
water with fly rod, creel, and net, dressed in
a misshapen hat decorated with trout flies, a
sagging suede jacket, flannel shirt, and laced-
up boots. She considered rubber boots dan-
gerous and never wore them. Mother re-
mained in Basin when I left for college. She
kept herself busy with the Shuttle-Craft busi-

Mary Atwater with her daughter
Betty, Basin, Montana, 1916.

“The question of color appears
very difficult to many weavers,
and it is in fact difficult. No one
can formulate rules that are of
any assistance. ln a general
way any colors may be put to-
gether with good results, but
some combinations are more
apt to give distress than plea-
sure. There is no law except the
effect. As a head of a great art
school once told his pupils,
‘what looks right is right, and
what looks wrong is wrong
and there is no other rule.”

—Shuttle-Craft Bulletin #42,
March 1928
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Mary Atwater in Salt Lake City,

1955.
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Mary Atwater not only
wrote profusely, she also il-
lustrated all her books and
bulletins herself.

ness and held weaving institutes across the
country. I suppose she hoped that I would
develop the talents and desire to carry on
with the Guild, but I showed little talent and
no desire, and she never pushed.

I married soon after college and saw her
less often, but she continued the daily letters
to me that she had started when I went to
college—sometimes just a few lines, but al-
ways conveying her love and concern. She
was able to teach many more institutes, sum-
mer schools, and private students, and do
more research. She went on a trip to Guate-
mala with Harriet Tidball, a student, friend,
and designer. Soon after the trip she decided
that her main interest was in research and
sold the Shuttle-Craft Guild to Harriet, an-
nounced that she had retired, and moved to
Salt Lake City, where winters were milder,
transportation easier, and where she had her
own log house near my brother and his wife.

Though she was retired, she was active
writing or teaching until the day she died. We
saw her fairly often, and she always came to
manage my household while I was in the

hospital adding to our family.

Although Mother didn’t teach me the
usual housewifely talents, she taught me
much more valuable lessons. She taught me
to follow directions, to be curious about ma-
chinery, to experiment with new ideas, to do
the best I could with what I had. The cooking
and cleaning and child rearing developed as
an exciting adventure. Mother opened win-
dows for me that I sometimes didn’t have
time to look through; she offered honest crit-
icism of my work and actions so that when
she praised me it was a source of pride and
when she condemned she showed the way to
improvement. She loved her country and her
family and gave them both her best efforts.

I grew up shy and solemn, but eager to
learn and do. The things she taught me have
served me well, and the things she didn’t
teach me weren’t hard to learn. I still find
myself thinking of some amusing incident,
and saying to myself, “I'll have to write about
that to Mother.” <

Betty Biehl lives in Lewistown, Montana.
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The “Staff House” in Basin, Montana, where the Shuttle-Craft Guild was born, 1914.

Interweave Press will be publishing the biography of Mary Atwater in 1991.
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Handweaving During the Depression:

WPA Weaving
Projects

by Bobbie Irwin

HE GREAT DEPRESSION of the 1930s

was a troubling time which brought many
changes to American society. Legislators in-
troduced numerous innovative federal pro-
grams to assist the homeless and unem-
ployed and to restore the nation’s economy.
Some of these projects encouraged a resur-
gence of handweaving in this country.

The Works Progress Administration
(WPA), later known as the Work Projects Ad-
ministration, was one of the new government
agencies which had a direct influence on
handweaving. Controversial from its in-
ception, the WPA was considered by some to
be the greatest accomplishment of Franklin
D. Roosevelt’s administration, and by others
to be one of its most detrimental programs.
During the WPA's short lifetime (1935-1943),
hundreds of thousands of projects aided mil-
lions of families, funding everything from
construction and sewing jobs to crafts educa-
tion and theater productions.

If the WPA was controversial, its arts pro-
grams were especially so. The government
employed thousands of visual and perform-
ing artists and provided art education for the
public, projects which many considered a
frivolous waste of money. Because Congress
approved and funded projects annually,
many projects were short-lived. Arts projects
funded one year were often canceled the next;
some, including many of the weaving proj-
ects, continued under the auspices of other
relief programs that were less subject to pub-
lic criticism.

In 1933, Ruth Reeves, a textile designer,
conceived the idea of documenting tradi-
tional American folk art. Theresulting federal
project, the Index of American Design, was
one of the most notable results of the WPA.
This six-year project employed 500 artists and
educators in 35 states and influenced thou-
sands of other people through classes, lec-
tures, and displays. The Index created a pic-
torial record of early American crafts; artists

and photographers made drawings, paint-
ings, and prints of coverlets and other crafts
of historical interest. Many of these records
are preserved in two books, The Index of Amer-
ican Design by Erwin O. Christensen and Trea-
sury of American Design by Clarence P
Hornung.

The Index project concentrating on typical
regional crafts, such as Spanish-influenced
weaving of the Southwest, provided an excel-
lent reference for the study of American de-
sign. It also helped popularize folk art by
developing, under state sponsorship, com-
munity art centers throughout the country. By
1941, more than one hundred of these were
giving classes and lectures on almost two
dozen craft subjects.

Although most of the salaried employees
were artists involved in the documentation
project, 25 percent were art educators.
Trained in government-sponsored seminars,
these teachers were supervised by a national
staff of artists who visited the art centers from
time to time.

Residents of Appalachia, hard-hit by the
loss of timber and mining industries during
the depression, were among those who ben-
efited from WPA and other federal relief proj-
ects. Here the WPA revived an interest in
handweaving, which, like other crafts that
provided household necessities, had lingered
longer in rural areas than in the cities.

American handcrafts flourished in the late
thirties during the height of the WPA’'s exis-
tence, but by the early 1940s, the war effort
had diverted funds and projects to more prac-
tical applications (quilters and weavers, for
example, were encouraged to produce blan-
kets for soldiers rather than decorativeitems).
Yet because of the WPA programs, a new
generation of handweavers emerged to carry
on the old traditions. <

Bobbie Irwin is a contributing editor to HAND-
WOVEN. She lives in North Ogden, Utah.

TIME LINE
1870s

William Morris designs
tapestry commissions.

Synthetic dyes come into
general use.

1887

Marguerite Porter Davison
is born near Cincinnati,
Ohio.

The Newcomb Loom
Company is founded.

1888

“Mama” Valborg
Gravander is born in
Gefle, Sweden.

1889

Lucy Morgan is born near
Franklin, North Carolina.

1890s

Berea College begins
accepting coverlets from
Appalachian mountain
weavers as tuition
payment. Homespun fairs
are sponsored.

1895

Eureka Loom Company is
producing two carpet
looms and five sizes of rug
looms as well as weaving
accessories.

Deen Loom Company
sells its first looms;
production continues until
just before World War II.

1899

Dorothy Liebes, née
Wright, is born in Santa
Rosa, California.
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Wilma Hatchett MicNabb on a

walk this past winter. Photo ©
Robert Amberg, 1990.

In the early part of this
century weavers in the
isolated hills of
Appalachia carried on
pretty much as they
always had. 1n the
twenties and thirties,
weavers such as Wilma
Hatchett McNabb as
well as others who had
never woven before were
recruited by programs
such as the TVA and
Southern Highland
Handicraft Guild to
weave to sell, keeping
weaving alive, though
changed.

Changing Traditions

by Beth Brewin

' I VHE FIRST TIME I visited Wilma Mc-
Nabb, she opened the cedar chest at
the foot of her bed and pulled out her

woven treasures: luncheon sets, bags, a wool
wall hanging woven by Lucy Morgan (the
founder of Penland), a cotton skirt and blouse
with overshot borders, and a number of cov-
erlets. !

One coverlet, woven by her grandmother,
was dyed with indigo. Another coverlet was
gold, olive green, and brick. “This yarn came
in a kit I ordered from a magazine to crochet
an afghan. After crocheting for a while, I de-
cided it would be quicker to weave. So I
undid whatI had crocheted and put it on the
loom.” She pulled out a coverlet in the Whig
Rose pattern and exclaimed that she had
woven this one for a museum but couldn’t let
them have it because it had a threading mis-
take. After pointing out the nearly invisible
flaw, she said sweetly, “ A good weaver would
have noticed it.”

Mrs. McNabb was born Wilma Hatchett in
rural Cherokee county, North Carolina, in
1896. When she was a child, her mother
taught her to weave, in the family tradition,
on her grandmother’s loom. Cotton thread
spun in the mill and sized at home with corn
meal was used for warp. The weft was wool
carded at a nearby mill and then handspun

and colored with vegetable dye. The warp
was measured on pegs hammered into the
grape arbor.

When Wilma was in her teens, she at-
tended a boarding school in Murphy, North
Carolina. The school had a loom equipped
with a fly shuttle, which she learned to use.
When she left school, she stopped weaving
for almost 20 years.

In 1936, the Tennessee Valley Authority
sponsored a series of workshops in handi-
crafts to help farming families supplement
their income. The teacher was Laura Morgan
Warner (Lucy Morgan'’s sister), who helped
establish the Cherokee County Crafters, a di-
vision of the Southern Highland Handicraft
Guild. Lucy Morgan supplied members of
the group with three looms for $90 each. The
members paid for them by selling hand-
woven items. Wilma McNabb paid for her
loom in a single year.

But things had changed since Wilma wove
with her mother. Homespun was rarely if
ever used. Items were no longer produced for
home use, but were made specifically for sale
through the Southern Highland Handicraft
Guild. A new method of warping “front to
back” was introduced, as was sectional
beaming. The items themselves had changed,
too. Bags, luncheon sets, wall hangings, and

Lucy Morgan and the Penland School of Handicrafts

LUCY MORGAN was born in 1889 in a mountain community near Franklin, North Caro-
lina. From the time she was a girl, she planned to teach at the small community school in Pen-
land which her brother, the Reverend Rufus Morgan, had founded. As a young woman, Miss
Lucy took a job at Penland to teach at the elementary level. She visited the local mountain peo-
ple in her free time, and on one such visit, met the only remaining weaver in the community.
Miss Lucy was impressed by the handwoven coverlets and linsey-woolseys and instantly knew
that it would be a tragedy for the craft to be lost.

During her vacation, Miss Lucy took a class in handweaving at Berea College in Ken-
tucky, thinking that she might then teach the dying craft to the mountain women back in North
Carolina. She used her savings to purchase looms and yarns and traveled the countryside
within a 20-mile radius of Penland to teach the women to weave in their own homes. Most im-
portant, Miss Lucy promised to buy their completed projects.

The mountain women, encouraged by the prospect of added income, took up the craft in
earnest. Very soon, Miss Lucy had a room full of items woven by the “Penland Weavers” and
was deeply in debt. There were no buyers for the items in the financially depressed mountain
community, so Miss Lucy took the weavings to vacation resorts, fairs, and conventions. There
they sold nearly as fast as they were unpacked.

News of Penland spread, and by the late 1920s, prospective weavers from across the
country traveled to Penland to learn the craft, and the Penland School of Handicrafts was estab-

lished. Within a few years, the school attracted weavers from around the world. Experts in
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skirt and blouse ensembles with cotton over-
shot borders replaced the blankets and cover-
lets Wilma was accustomed to.

Through weaving, Wilma supplemented
her family income during the forties, fifties,
and sixties. It was rare that one of her pieces
failed to win a blue ribbon at the state fair. She
helped manage the Cherokee Crafters and
worked with 4-H clubs. Although Wilma
never found time to teach, many students
from the Campbell Folk School have visited
her home as I did, and watched her pull
things from her cedar chest.

In 1970, Florence Young, a longtime weav-
ing friend, asked Wilma to analyze an old
coverlet she wanted to reproduce. “It took me
three months to figure it out. Florence fol-
lowed my draft, but the seam was too notice-
able. So I changed the draft, moving the seam
to another part of the pattern, and it hardly
showed at all. That was the secret of my
weaving. I could make seams match and it
hardly seemed like it was any trouble.”

The coverlet Wilma used on her own bed
was chosen to be in a coverlet exhibit spon-
sored by the Mountain Heritage Center of
Western Carolina University. This exhibit, en-
titled New Threads in Old Patterns, and now
sponsored by the Smithsonian Institution, is
currently touring the United States. Wilma
McNabb is the only living weaver repre-
sented in the exhibit.

In February 1990, Wilma McNabb re-
ceived the North Carolina Folk Heritage
Award from the North Carolina Arts Council
in recognition of her unique place in Appala-
chian weaving history. This $2000 award was

Wilma McNabb's special skill has been to weave so
exactly that seams match without any trouble at all.
Shown here is one of her triumphs. Photo: Beth
Brewin.

created to honor folk artists whose artistry
reflects the generations of tradition rooted in
North Carolina culture.

Wilma McNabb represents many of the
women whose lives were enriched by the
handicraft revival. What sets her apart are her
high standards of craftsmanship and her con-
nection to the traditional craft of Appalachian
weaving. Wilma McNabb’s weaving is not so
much of a revival of her family tradition as it
is an establishment of a new tradition
adapted to an increasingly industrialized cul-
ture.

Still, there is an element in Wilma’s work
and life that reflects her connection to the
generations of weavers in her family. And
those of us who have known her, or who own
one of the 40 coverlets she has woven, have
been enriched by her presence. <

Beth Brewin lives and works in Dillsboro, North
Carolina. Her work is frequently featured in HAND-
WOVEN.

other crafts offered to teach at the school, just for the privilege of spending a summer at Pen-
land. In this way the school also developed ceramic, metalwork, and other craft programs.
During this period, similar craft centers were established throughout the southemn high-
lands. In late 1928, Miss Lucy invited representatives from such centers in North Carolina,
Tennessee, and Kentucky to Penland to discuss common problems. The result of this was the
establishment of the Southern Highland Handicraft Guild to preserve, improve, and market

southern mountain crafts.

Miss Lucy retired as director of the Penland School of Handicrafts in 1962. Her successor,
Bill Brown, kept Miss Lucy’s purpose in mind and directed the school toward furthering the
development of techniques and innovation while still providing instruction in traditional
methods. The name was changed to The Penland School of Crafts, but to most it’s known

simply as Penland School.

Miss Lucy died in 1981 after seeing the school evolve from a gathering place for moun-
tain weavers to an arts resource offering such crafts as book arts, ceramics, drawing, fiber arts,
glassblowing, jewelry, paper and printmaking, photography, sculpture, surface design, and

woodworking. <

Sources

Blythe, Legette. Gift from the Hills. New York: Bobbs-Merrill, 1958.
Eaton, Allen H. Handicrafts of the Southern Highlands. New York: Dover, 1973.

TIME LINE
1900

The handicraft revival
movement inspired in
England by William Morris
comes to the United
States and results in the
formation of many arts and
crafts societies.

The weaving revival in
North Carolina leads to
the formation of
Allanstand Cottage
Industries.

1904

On October 25, the
Handicraft Club of Rhode
Island is founded through
the efforts of Julia Lippitt
Mauran. There are ten
charter members.

1907

The Eureka Loom
Company is sold to Reed
Loom Company of
Springfield, Ohio.

1913

Berea College Fireside
Industries shifts emphasis
from mountain women
working at home to
students on campus.

Weaver Rose dies on
November 9.

1914
Walter Gropius founds the
Weimar Art School.

1918

Union Loom Works of
Boonville, New York, is
incorporated. They offer
three basic two-shaft
looms.
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Amanda Bourque, 1950s.

Hundreds of
weavers like
Amanda
Bourque quietly
kept weaving
alive through
the necessity of
providing for
their families.
We can admire
and remember
them through
the legacy of
the weaving
they've left
behind.

Weaving

Connections

by Sharon Alderman

T'SFUNNY HOW connections are formed.

I'want to tell youabout the connectionI feel
to a woman I never met: Amanda Bourque,
mother of fourteen children, a weaver who
lived in Notre Dame des Pins, Quebec.

Until recently, I worked in downtown Salt
Lake City. My studio’s north-facing windows
looked across the street to Kimball Electron-
ics, wholesale distributor of appliances and
retail source for electronics parts. Across from
my door was a bay where huge trucks backed
up to the dock to unload their cargo.

For several weeks last summer, I noticed a
man standing on that dock from time to time,
looking intently at my windows. The dock
was about a hundred feet away, too far for me
to make out details of faces clearly without
my glasses—alas! I wondered if he was some-
one I knew.

One day I saw him walking over from the
dock toward the stairs that led up to the dock
on my side of the street and to my front door.
He introduced himself and said that he
thought that I might be a weaver; he thought
so because his mother wasa weaver. Ishowed
him around, telling him about what I do, and
during the course of our conversation he told
me that he had a couple of blankets his
mother had woven. I asked if I could see them
sometime.

When I learned that this issue would be
dedicated to the people who were weaving
between 1920 and 1960, the nadir of hand-
weaving, I thought immediately of Mrs.
Bourque and those blankets. She was one of
the weavers who had kept our craft alive.

Jean Bourque told me that when Amanda
was twelve, her family moved from Quebec
to Waterville, Maine, where she worked in a
woolen mill for two years. Then the family
returned to Canada.

Amanda grew up, married, and had four-
teen children, three of whom died in in-
fancy—how simple it is to say such a sad
thing! Jean Bourque was the fourteenth child.
When he was about sixteen, he worked in a
woolen mill about five miles from his home

preparing and beaming warps. He also made
a working model of his mother’s loom; one of
his sisters has it and has used it to make
placemats. (Of course, he would recognize a
loom at a hundred feet!)

The family had between thirty and forty
sheep, depending on the time of year. A few
were sold each year just before winter began,
and they were the source for much of what
kept the Bourques warm. “There were no
boughten blankets at our house,” Jean told
me. “In fact, most of our clothing was home-
grown.” His mother sheared the sheep with
hand shears and sent the raw wool to the mill,
where it was washed and made into sliver
about as big around as one’s thumb and 3 to
6 feet long. She spun the wool into yarn, dyed
some using commercial dyes (although Jean
remembers a few times when she gathered
bark and used it to dye the wool), and wove
it on a big four-poster, four-shaft, counterbal-
anced loom with logs for warp and cloth
beams. Sometimes she knitted the yarn using
a knitting machine. She sewed for her family
on a Singer treadle machine.

This project is based on one of the blankets
that Jean Bourque showed me. The blanket
was woven from the wool that Amanda
Bourque sheared, spun; and dyed. It is
seamed down the middle and so carefully
woven that the stripes match very nicely
where the selvedges are laced together. It was
made especially for Jean in 1944, when he was
a teenager. In one corner is a little monogram
worked in a chain stitch using the handspun
warp yarn: JPB.

It is as a tribute to Amanda Bourque that
this throw is woven with a singles yarn as
close to the slightly tweedy handspun as I
could find. It is also a tribute to unexpected
and welcome connections between people,
however they may come about. <

Sharon Alderman travels widely, conducting work-
shops on weaving and designing cloth. She is a
contributing editor to HANDWOVEN magazine.
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TIME LINE

1919

Edward Worst's book
Foot-Power Loom Weaving is
published.

1920

Dorothy Liebes studies
weaving at Hull House in
Chicago.

Lucy Morgan begins
teaching at Penland.

1921
Churchill Weavers is
founded.

The Weavers Guild of
Boston is founded.

1922

Anni Albers enrolls in the
Bauhaus.

1924

Mary Meigs Atwater
publishes her first
Shuttle-Craft Guild
Bulletin, in Cambridge,
Massachusetts.

The Gravanders open a
weaving studio in their
home to teach weaving.

1925

Mary Meigs Atwater, in
Shuttle-Craft Guild Bulletin
#7, refers to the book The
Domestic Manufacturer's
Handbook of Useful
Information, and discusses a
“curious weave which
appears no where else, as
far as I am aware” and
names the weave
“Bronson Weave" This
weave will later be known
as Atwater-Bronson Lace.

Mary Meigs Atwater

announces in Shuttle-Craft
The throw at right, shown here with the original, is a narrower version of the blanket Amanda Bourque Guild Bulletin #10 that she is
wove for her son Jean P Bourque. The original blanket was made of two panels, laced together in a sturdy, moving her offices to 14
inconspicuous seam. This interpretation by Sharon Alderman is about the size of one of the panels. Ash Street, a few blocks
Amanda’s blanket was finished with blanket stitching over a rolled hem—uery practical for use on a bed. from Harvard Square,
Sharon’s throw is finished with twisted fringes. Instructions for Woolen Throw are in the Instruction Cambridge, Massachusetts.

Supplement. Yarn courtesy of Halcyon Yarn. I —

des Arts Décoratifs et
Industriels is held in Paris.

The Gravanders open a
restaurant in their home.
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Old weaving magazines and books can provide an engaging study of our weaving heritage—as well as inspira-
tion for our own weaving. This Knitting Bag designed by Kathryn Wertenberger was inspired by a crackle
drapery fabric woven by Mrs. C.L. Meek and featured in the summer 1954 issue of Handweaver and Crafts-
man. The two-block design for this hard-wearing cotton bag could be threaded crackle, summer & winter, or
twill. See the Instruction Supplement for weaving details. Yarns courtesy of Cotton Clouds.

Mary Woodard Davis
Thelma Davis

Marguerite Porter
Davison

Evelyn DeGraw
Josephine Del Deo
Elaine Dickinson
Allen H. Eaton
Marli Ehrman
Verda Elliott

Irene Emery

Anna Ernberg
Allen Fannin
Hughes Fawcett
Marta Mass Fjeterstrom
John S. Fishback
Marjorie Fitch
Teressa Folts
Berta Frey
Rudolph Fuchs
Sue Fuller
Constance Gallagher
Bertha Galloway
Cay Garrett

Fred Gerber

E.E. Gilmore

Ida Grae

“Mama" Valborg
Gravander

Persis Grayson
Warena Grime
Russell Groff
Elsie Gubser
Trude Guermonprez
Ted Hallman
Mary Hambidge
Robert Hart
Virginia Harvey
Walter Hausner
Bertha Hayes
Marian G. Heard
Ethel Henderson

Eva Hessler
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World War 11 dramatically changed the nature of
handweaving in the United States. Before the war,
weaving was carried out primarily in solitary outposts with
limited resources and innovations. The postwar years
brought an influx of new synthetic materials, career and
educational opportunities, and a changed economic and
social climate.

American Handweaving:
The Postwar Years

by Alice K. Waagen

HE YEARS BEFORE World War II were a

time of individual exploration for hand-
weavers in America. Mary Meigs Atwater,
Berta Frey, Mary Sergeant, and others worked
alone, investigating different techniques and
patterns. Occasional workshops and courses
in home economics departments existed, but
informal correspondence or “bulletin” net-
works such as Sergeant’s Handweaving News
and Atwater’s Shuttle-Craft Bulletins were the
principal means by which information was
transmitted to handweavers.

World War II changed this situation dra-
matically. Weaving classes were instituted in
many colleges and universities. The textile
industry, architects, and interior designers
turned to handweavers for innovative cus-
tom-designed goods. Fulbright grants and
other federal programs sent weavers abroad
to be exposed to foreign designs and tech-
niques. Even interest in the healing powers of
weaving increased due to the work of occu-
pational therapists after the war.

All of these factors were instrumental in
changing attitudes about handweaving itself.
Before the war, handweaving in America had
been primarily a hobby harkening to the past.
Few weavers made weaving their sole occu-
pation. Literature from this period does not
emphasize experimentation and exploration.
Instead, the goal was to replicate traditional
patterns using time-honored techniques.

Weavers’ guilds sprang up in the 1950s as
a forum for hobby weavers to exchange ideas
and information. At the same time, other
weavers were making weaving a full-time
profession either by weaving custom, one-of-
a-kind goods or by working directly for the
textile industry producing prototypes for
production. Replicating colonial patterns
was no longer enough. Instead, the postwar
weaver would design fabrics using a plethora
of new dyes, fibers, and equipment.

The changes in the focus and direction of
handweaving were a direct result of World
War II. The war affected every continent; its
political, economic, and social effects influ-
enced the nature of handweaving as well.

Economic and social changes

World War 1II raised most of the Western
world out of deep economic depression.
Money for higher education, new automo-
biles, and new homes became available for
average middle-class people in the postwar
years of economic prosperity.

During the war, many American indus-
tries, including the textile industry, aban-
doned work on consumer products to devote
themselves to war-related production. After
the war, these industries found themselves
marketing prewar products to a postwar so-
ciety.

TIME LINE

1926

April—Mary Meigs Atwater
announces that the
Shuttle-Craft Guild will
conduct a sale of
members’ work at
Wellesley College.

May—Mary Meigs Atwater
announces that the sale at
Wellesley was a
disappointment.

Mary Meigs Atwater
announces that she is
importing a 12-harness,
48"-wide loom with “jacks”
from Sweden. The looms
will not come equipped
with harness frames,
heddles or reeds or a
sectional warp beam. FOB
Boston, $60.00

September—Mary Meigs
Atwater encourages Guild
members to write the
editors of leading women’s
magazines expressing an
intrest in articles on
handweaving.

1927

Noted in Shuttle-Craft Guild
Bulletin #30: Handweaving
is becoming increasingly
prominent in occupational
therapy. “From being
counted as one of the
major crafts, it is rapidly
becoming ‘the’ major craft,
and most large hospitals
are increasing their hand
weaving equipment.”

“Craftsmen At Work”
exhibition is held in
Boston, sponsored by The
Women'’s Educational and
Industrial Union. It is
noted that Anna Ernberg
brought a large exhibit
from Fireside Industries of
Berea; other exhibits were
also included.

A local weaving guild is
organized in New York City
by Miss Jean Wolverton.
Other local chapters of the
guild are proposed.
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At the Cranbrook
Academy of Art

by JACK LENOR LARSEN

T\l!' Ur
Fron

1l

Jack Lenor Larsen aptly described the
mood of the 1950s as “starting from zero and
creating something totally new  starting to
build from the ground up.” Larsen further
notes that “after the war there were no Euro-
pean imports and American design was to-
tally dull. Just getting fabric that wasn’t ra-
tioned was all we could do let alone have any
fresh concepts in production fabrics.”

Handweaving and higher
education

An immedjiate consequence of World War
IT was the return of hundreds of thousands of
unemployed men to American society. Virtu-
ally an entire generation, both male and fe-
male, had devoted its early adult years to the
wartime efforts. Regardless of whether they
fought overseas or worked in domestic in-
dustries, these people now needed new ca-
reers.

Handweaving was considered a possible
“postwar vocation””! as well as potentially
profitable recreation:

“Weaving scarves, table runners, scatter
rugs in varied colors and similararticles isnot
only an interesting pastime for long winter
evenings, but it also can be developed into a
profitable hobby. Once you have mastered
the technique with a little practice, you will
be able to produce woven articles that will
find ready sale at a good price.”?

Multitudes entered institutions of higher
learning in the 1950s. The G.I. Bill of Rights
made the dream of a college education possi-
ble for many. Some of these students turned
to handicrafts as their field of study.

The prospective handweaver of the post-
war years entered a degree program primar-
ily to acquire a college education and only
secondarily selected weaving as an area of
interest. This weaving student was exposed
to a variety of information of which technical
skills played only a small part. Required
courses mightinclude art history, philosophy,
arts, and literature, giving a student a much
broader base of knowledge on which to draw.

Students in many cases would be trained
in a variety of media. For example, when Nell
Znamijerowski studied at the Rhode Island
School of Design in the early 1950s, she was
trained equally in fabric surface techniques
such as printing and stenciling as well as in
weaving. David Van Dommelen’s master’s
program at Michigan State emphasized
painting, pottery, and stitchery. Van
Dommelen described the artistic climate at
Michigan State during this period:

“It was very vital. Students talked about

their work. Not just ‘How do you like this?’
but ‘What am I trying to say?’ We talked a lot,
in class, out of class, in the coffee shop. We
produced a great deal of work. It was a total
immersion into work.”

College-trained weavers of the 1950s
moved away from reproducing traditional
weavings and into the realm of self-expres-
sion. The self-taught weaver did not become
extinct. Rather, the college-educated weaver,
drawing on a variety of resources for materi-
als and inspiration, added a new dimension
to the field of handweaving.

The European influence

The influx of students into crafts programs
in the 1950s might have had little effect had
those programs not been staffed by high-
quality teachers. Most were refugees from
war-torn European countries, and most had
been trained either in Scandinavian design or
at the German Bauhaus.

The Scandinavian design movement
began in the early 1920s. Shocked by the poor
design of mass-produced goods, its propo-
nents wanted artists, designers, the govern-
ment, and industry to unite resources to pro-
duce aesthetically designed goods. Contrary
to the then-accepted notion that art was only
for the wealthy, designers in Scandinavia
wanted well-designed objects available for
everyone. The motto of the movement was
“More beautiful everyday things.”

The first to bring this design philosophy to
America were Eliel and Loja Saarinen, who
established the Cranbrook Academy of Art.
Ed Rossbach observed:

“Saarinen was an idealistic architect who
believed in the unity of the fine arts and the
crafts, He believed in designing everything—
not just buildings and their interiors and fur-
nishings, but entire communities. The idea
behind Cranbrook, which officially opened in
1932, was to give a few promising students
the opportunity to work alongside the men
and women who had been brought from Eu-
rope to produce architecture, sculpture, fur-
niture, textiles, and the like, for the splendid
complex of schools, houses, and gardens ad-
joining the estate of the founder, George
Booth.”?

In 1936, Marianne Strengell came from
Finland to direct the Cranbrook weaving pro-
gram.

The Scandinavian design approach to
handweaving contrasts with the Atwater and
hobby-oriented perspective of the twenties
and thirties. Jack Lenor Larsen, who studied
at Cranbrook during the late forties, com-
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mented:

“Chances are that the [Cranbrook] student
will design in or for industry. Perhaps he will
instruct at some college or school of design,
or instruct and design. Many will continue to
do handweaving.”

The idea of designing for mass production
was also the aim of the German Bauhaus. Its
proponents wanted to combine art, industry,
crafts, and trade to make high-quality indus-
trial products. The unusual and revolution-

-
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ary design concepts of the Bauhaus School,
which opened in Weimar in 1919, attracted
many creative and energetic people. But by
the early 1930s, Hitler began to suspect the
Bauhaus as a stronghold of subversive radi-
cals. In 1933, the government of the Third
Reich disbanded the school, and most of its
teachers emigrated to the United States.
Anni Albers, Lili Blumenau, and Trude
Guermonprez resettled at Black Mountain
College in North Carolina. After a few years,
Guermonprez moved to California, teaching
at the California School of Fine Arts and the
California School of Arts and Crafts. Marli
Ehrmanheaded the textiles department of the
Institute of Design in Chicago, which
Moholy-Nagy had established as the Ameri-
can counterpart to the German Bauhaus.
Some of these European immigrants made
their name outside academia. Maria Kipp, for
example, produced custom-designed hand-
woven fabrics for architects and interior de-
signers. Kipp settled in the Los Angeles area
and developed her custom handwovens into
a small industry with eighteen employees.
American handweavers were able to view
European design in periodicals, shops such
as Georg Jensen and Bonniers in New York

MARIANNE STRENGELL
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City, and galleries and museums. European
design also influenced American weavers in
the 1950s through programs for study
abroad. The most prominent of these was the
Fulbright grant, established by the U.S. gov-
ernment to encourage cultural exchange be-
tween this country and its allies and financed
by U.S. surplus property in those countries.
Fulbright recipients are sent to foreign coun-
tries which are receiving American economic
aid. The benefits are much broader than those

Param of Wl

of traditional loans or grants. The American
student learns the culture of the host country;
the host receives not only the tuition and fees
paid by the United States but also the
student’s cultural input.

Many artists and craftspeople who went to
Europe during the 1950s on Fulbright or other
aid programs felt that their experience
changed the way in which they viewed their
craft. Nell Znamierowski’s year-long study of
textiles in Finland made her see handweav-
ing as a much more flexible medium than she
had previously considered it. After her grad-
uation from the Rhode Island School of De-
sign with a degree in textile design, she had
worked as a fabric designer in New York City.
In the early 1950s there was no market for
one-of-a-kind, creative handweaving. “The
only way to operate was to have your own
studio and weave your own cloth. That was
how weavers made a living. And I thought, ‘1
don’t want to do that! I liked design but T had
already had my fill of doing 20 yards of fab-
ric.” In Finland, she took classes at the Al-
teneum, the school of industrial design in
Finland. Znamierowski was searching for a
more creative approach to handweaving, one
that would permit the creativity of original

TIME LINE

1928

The Shuttle-Craft Co., Inc.,
moves its offices from 14
Ash Street to the Abbott
Building, 30 Brattle Street,
Cambridge, just below
Harvard Square.

Mary Atwater’s The
Shuttle-Craft Book of American
Weaving is published.

The Association of Arts
and Crafts, Chicago,
lllinois, sponsors the first
exhibit of modemn
decorative and industrial
art in which American
manufacturers, craftsmen
and artists have
collaborated to produce
work of real merit.

The Book of Weaving by Anna
Nott Shook is published
by John Day Company,
New York.

1929

The Penland School of
Handcrafts, Penland,
North Carolina, is
established. The first
week-long institute is
conducted by Edward F.
Worst.

The Southern Highland
Handicraft Guild is
founded.

].L. Hammett begins
advertising its looms in
The Handicrafter.

1930

In Shuttle-Craft Guild Bulletin
#65, a reader reports that
the book Vegetable Dyes by
Ethel M. Mariet of England
is considered the
authority on dyeing in
France.

Mary Atwater closes the
Cambridge office of the
Shuttle-Craft Guild and
moves to Helena, Montana.

Dorothy Liebes opens her
studio at 526 Powell Street
in San Francisco.
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designs without the drudgery of production
yardage.

For Znamierowski, the knotted Scandina-
vian rya rug was a conceptual breakthrough
from production weaving. Each rug was in-
dividually designed and woven, but the
Scandinavians hung them on the wall, using
them as art rather than utilitarian objects.
Thus it was possible for weavers to conceive
of their products as different from their in-
dustrially produced counterparts.

David Van Dommelen, who traveled to
Scandinavia in the late 1950s under a founda-
tion aid program, also was greatly impressed
by the value Scandinavians placed on craft
items for the home. For them there was no
distinction between “fine art” and “craft”
Craft objects to be used every day in the home
were as beautifully designed as museum
pieces. Van Dommelen’s experience
prompted him to give up his painting and
pottery and concentrate on fiber art.

Both the Bauhaus philosophy, which fo-
cused on training weavers to design for in-
dustry, and the Scandinavian perspective,
which allowed for one-of-a-kind, original art
weavings for the wall, helped move Ameri-
can handweaving into a new sphere. Rather
than reject technology, Americans embraced
it, designing both individual items and pro-
totypes for mass production.

Commercial textile work

In the postwar American textile industry,
handlooms had disappeared from the pro-
duction line. Designing was done primarily
on paper, the woven goods being produced
from these designs. The result was often less
than satisfactory-

“There are lapses in time up to eight weeks
between submissions of a sample to the mill
and return of the woven sample blanket. The
time lag would be bad enough by itself  if
the sample was a faithful reproduction of the
original design but generally it isn’t. The de-
sign on paper which carried a hoped-for tex-
ture and pattern frequently turns out to be
quite another thing when reproduced on the
power loom. The result is a waste of weeks
and thousands of yards of yarn. Frequently
samples from the power loom run over 100
yards or more.”*

Before World War II, the primary fibers
used in the production of consumer goods
had been linen, cotton, wool, silk, and rayon.
During the war, textiles were produced from
the new synthetics: acetate, nylon, vinyon,
saran, modacrylic, acrylic, polyester, asbes-
tos, and glass. Initially developed for specific

war-related items (acetate was used to coat
airplane wings; nylon was used for para-
chutes), these fibers flooded the market after
the war, and the textile industry had to de-
velop entirely new lines of fabric.

The inability of the postwar textile indus-
try to deal with these new fibers quickly com-
bined with the wholesale erection of new
buildings to make the handweaver invalu-
able to industry. The postwar years of eco-
nomic prosperity in America brought a
yearning for what was modern and new and
scorn for the old prewar designs. As Larsen
noted, “Modern architecture and fixing up
places, and new furnishings, all were seen as
a symbol of a new wave of intelligence.”

Not only was there a building boom but
architects were using materials in new ways.
Buildings of metal, glass, and ferroconcrete
required a new type of interior furnishings.
Heavy, bulky wool or silk fabrics looked awk-
ward and out of place in these interiors. Tex-
tiles for the interiors needed to be as innova-
tive as the exteriors.

The textile industry had the raw materials
but had to develop them quickly into an en-
tirely new line of production goods. The old
method of designing on paper was too slow
and costly. The obvious solution was to hire
handweavers to produce handwoven proto-
types. What the Bauhaus proposed in the
1920s became a reality in the 1950s.

For handweaving, the 1950s proved to be
years of great promise. College-educated
weavers of the early fifties had been taught
by instructors whose design philosophy en-
couraged working with industry. This factor,
combined with the demand for new residen-
tial and commercial fabrics, allowed hand-
weaving to develop into a viable commercial
venture.

There were basically two ways in which
handweaving could be turned into a career.
First, one could do custom weaving for inte-
riors like Maria Kipp. She and her helpers
produced custom-handwoven upholstery
and drapery fabrics for the “decorator trade”
and were phenomenally successful.

Gladys Wonnacott, another professional
handweaver working during this period, de-
scribed her custom-fabric business:

“Right after World War II, I opened a
weaving studio in Chicago. I worked selling
weavings, teaching, and designing fabrics for
interior decoration. It was fascinating and fun
work. I worked out a deal where I would
weave three 6" x 6" samples. The decorator
would tell me what the fabric was for and the
colors and effect he wanted. I would weave
these samples and he would choose one and
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then give me an order based on that. I then
hired people among my students, like a cot-
tage industry, to weave it at home. I bought
the yarn, designed it, and they wove it. It
worked out well.”

Many other businesses such as these
thrived during the fifties, thanks to the de-
mand for handloomed materials. From 1950
to 1959 Handweaver and Craftsman magazine
(the only handweaving magazine published
at that time) contained 57 articles on different
commercial handweavers.

A second type of career involved weaving
prototypes for industry. This was also a viable
profession; a 1959 Handweaver and Craftsman
article noted, “Preliminary designs for be-
tween 80 and 90 percent of power loom fab-
rics are now initiated on handlooms.” Gladys
Wonnacott’s studio assistant Ruth Curry had
such a position at Dorr Woolen Mill in New
Hampshire.

“They had alittle floor loom there and they
gave her free rein with all the yarns and said,
“You design things for us to use on our power
looms.” She did a lot of coat material, dress
fabrics, that they then interpreted on their
power looms.”

Dorothy Liebes was another industrial de-
signer /weaver. A self-taught weaver, Liebes
began her professional career in the 1930s
making custom-handwoven fabrics for inte-
riors. She was highly successful in this work,
designing for many different architects. But
by the mid-1950s she had turned exclusively
to designing for industry. Reveling in the
technological innovations of the forties and
fifties, she had a flair for combining new and
unusual fibers, textures, and colors.

““She worked on perfecting metallic yarns,
suggesting not only gold and silver but bril-
liant colors as well. Her name became synon-
ymous with Lurex. She enthusiastically
furthered research for more synthetic yams.”5

Through the innovative work of Liebes
and other designers, new fibers and fabrics
were developed to meet the needs of the post-
war textile industry, and the aesthetic quality
of mass-produced fabrics was improved.
Many weavers trained in the 1950s by the
European teachers who espoused working
with industry and designing mass-produced
goods would follow Liebes’s example and
design industrial prototypes.

The guilds: Pattern vs.
texture

It would be erroneous to assume that all
handweavers in the 1950s were full-time pro-
fessionals. Just as a significant number of

young people chose weaving as a career after
World War II, another segment of the popu-
lation turned to handweaving for recreation.
Weavers’ guilds were established in many
communities as a means for handweavers to
share information and meet socially. It is dif-
ficult to document how many people took up
handweaving as a hobby, butits extreme pop-
ularity is reflected in the growth of guilds
during the 1950s. The Seattle Weavers Guild
began with about 10 members in 1936 but had
grown to 220 members by 1950.°

Recreational weavers of the 1950s often
were trained in the early-Atwater-hand-
weaving-revival school, focusing on tradi-
tional pattern weaving. Most of the weaver/
designers, on the other hand, were trained in
the colleges and universities. Their primary
focus was not on the pattern weaves but on
the use of a variety of fibers to create textures.
This dichotomy disappeared by the end of the
decade as hobby weavers began to experi-
ment with fiber, color, texture, and pattern. By
1950, texture weaves were at the height of
glory. Weavers, like most other craftsmen,
were inspired by the desire to solve their
problems on the day’s terms rather than de-
pend on the tradition of the past. This shift
from duplication to experimentation was ex-
tremely important, for by the mid- to late-
1960s, experimentation would nearly elimi-
nate functional, utilitarian weaving alto-
gether.

Berta Frey noted that during the fifties
there was “probably more change [in hand-
weaving] than in the whole of the years since
the beginning of the century””” These
changes, which resulted directly or indirectly
from World War II, opened the door to the
experimental weaves of the sixties and
seventies. <

Alice Waagen has been weaving for the past eighteen
years. During this time, she earned a Ph.D. in art
education, specializing in handweaving design and
textile research, and writing her dissertation on the
history of American handweaving. This article is
based on part of her dissertation.
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TIME LINE

1931

Mary Atwater, writing in
the September issue of
Shuttle-Craft Guild Bulletin,
notes that guild members
should visit the
Pennsylvania Museum of
Art in Philadelphia if they
ever have a chance. “Their
collection has two old
books of drawings: John
Landes's book and the
recently acquired ‘Speck’
book. These are pattern
books, intended probably
for the eyes of prospective
customers. They do not
contain drafts or notes.”
The Speck book bears the
date 1727

The League of New
Hampshire Arts and Crafts
is organized to encourage
and promote traditional
New England crafts.

1932

The University of Alberta
begins its first summer
session of the Banff School
of Fine Arts.

Cranbrook is founded.
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Dorothy Liebes at her loom.
Photo: American River College.

“I create because it's
compulsive, but my
satisfaction comes from
designing something
aesthetically decent at a
price people can afford.”

—Dorothy Liebes

Dorothy Liebes transformed the drab postdepression
colors with her multitextured and wildly colored fabrics.
Using these “California colors”, Liebes strived to bring
what she called her American look to ordinary
housewives and architects alike.

DOROTHY LIEBES

by Nell Znamierowski

OVEN TEXTILES IN the early
fifties were a pretty earthy lot. At
least it seemed so to me in my
little corner of the Northeast,

Providence, Rhode Island, where I was then
a design student. The prevailing colors were
brown, tan, green, gold, and sometimes a shot
of orange. When these colors were used in
combination, they often conspired to give a
look of total mud. And then there was Doro-
thy Liebes, whose colors were vibrant, heady,
and rich. She was my guiding star to whom I
looked for fabrics and colors that were new,
interesting, and exciting. She used clean,
crisp reds, brilliant pinks, lettuce-pure
greens, and tropical blues and turquoises.
Where did she find these yarns? Certainly I
didn’t see them on the East Coast!

Dorothy was a role model who inspired
young weaving designers—or anyone who
liked yarns and color—but who inspired her?
I tend to think of her as a color-and-design-
formed blond Venus rising up out of a sea of
nondescript textiles. She seems to have had
no direct antecedents from the woven fabric
field but to have created out of thin air the
“Liebes look” based on verve, daring, and
diversity. She brought together a host of un-
likely yarns and colors to make fabrics that
excited and that demonstrated an alternative
to the dullness commonly available.

It was her bold and seductive way with
color that reached out to my senses and
weaver’s soul, but her fabrics also contained
other excitements such as the mixture of fi-
bers, yarn weights, yarn types, and other ma-
terials rarely seen interwoven with yarn. This
artful mélange was usually held together by
a simple weave such as plain weave or twill.

In writing this, I feel that every weaver
must suddenly envision one or two of her

fabrics and know of her place in contempo-
rary woven design. But as I speak with new
weavers, | realize that a whole generation or
more has become involved with textiles with-
out ever having heard her name, seen her
fabrics, or realized the tremendous effect she
had on the weaving world and the world of
interiors in general.

orothy Liebes, née Wright, was born in

Santa Rosa, California, in 1899, grew up
there, and studied art education at San Jose
State Teachers College, applied design at the
University of California at Berkeley, and
painting and color at the California School of
Fine Arts. She studied weaving at Hull House
in Chicago during the summer of 1920, a year
after her graduation from San Jose State. It
was at this point that she turned to weaving
as her creative outlet since her paintings
failed to satisfy her.

When Dorothy Liebes achieved fame, her
colors were known as “California colors” In
the first part of the century, “California” usu-
ally meant having an exposure to things Ori-
ental, Polynesian, Pacific, exotic—that one
seldom got in the Midwest or on the East
Coast. For Dorothy it was more than an expo-
sure. She reveled in exoticness—the wild mix
of colors, the use of adornments such as beads
and metallic braids in or on fabrics, the glint
and luster of the yarns. On frequent visits to
Chinatown in San Francisco, she feasted her
eyes on the magic of colors and textiles sel-
dom seen in Occidental homes and brought
back yarns, beads, and anything else that
struck her fancy as weavable. The brilliant
Chinese red she adopted as her signature,
painting both her nails and her loom in a
vibrant lacquer red. Most important, she
brought home ideas and a derring-do to carry
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TIME LINE
1933

Black Mountain College is
founded by John Andrew
Rice and his colleagues.

The German Bauhaus is
closed by the Nazis. Josef
and Anni Albers immigrate
to the United States to
teach at Black Mountain
College.

The Century of Progress
Exhibit is held in Chicago.
A report of the exhibit
from Mrs. ].K. Smith was
reported in the August
1933 issue of the
Shuttle-Craft Guild Bulletin: “
looked everywhere for
hand weaving and found
one small four-harness
Swedish type loom in what
is listed as ‘Mountain
Handicrafts' It is an
exhibit sponsored by the
Penland Weavers. In
the Lincoln group, in the
back of the replica of the
country store, was a table
loom, and also a large
four-harness loom (horses)
badly out of balance. A
woman in a ridiculous
costume, supposedly of
the period, was weaving a
simple pattern and rather
showing off in the doing.
She said among other
3 ! things, ‘Do we look like
..... [\ o o : 5 - ; P38 mountaineers?’ We live

i ! k right here in Chicago.
People make me sick

it ) \ : L thinking nobody but

N e - » . o ) ’ ’ mountaineers know how to
Panel detail by Dorothy Liebes. "
“Weaving can be a wonderful experience. For many it can be a gay and happy experience Ruth Reeves conceives of

. . . ] . the idea of documenting
year in and year out. Alas, too many take their weaving too seriously- they are grim traiitional American Tk

; 2 . ; : : art. The resulting
about technique—mbogged down with drafts and counts and picks per inch. For many it R ilication, the et
may be an escape, a lovely lapse from the stern reality of the daily headlines. One throws American Design, would
fie shiittl ith . " d d rh 9 aile th h I A witd become one of the more

the shuttle with ever-increasing cadence and rhythm, while thoughts travel far and wide notable achievenments of
or merely hang suspended. One is fascinated and delighted with the growing color and tex- the WPA.
ture under one's eyes. Few forms of creative activity give greater satisfaction more quickly 1934
than the weaving process Beautiful results can be produced from the humblest, crudest The Shuttle-Craft Guild

elebrates its tenth .
materials, with the simplest tools—merely by the use of imagination taste and work.” ceiebrates T emthyest

—Dorothy Liebes, “Tomorrow’s Weaving” Woman’s Day (April 1944)
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through her vision of what textiles could and
should be like.

Other weavers in California during this
period did not emerge with this concept
of fabrics nor this outrageous palette. If they
did use some of these colors, they were less
adept at pulling the individual hues into a
unified whole pleasing to the eye. Dorothy
had a special gift for color that was purely her
own and that found its touchstone in the
allure of the Far East. She used color extrava-
gantly and had to have it as part of her sur-
roundings. Her first weaving studio con-
sisted of two looms in the attic of her family
home, where she had painted the floor lilac
and the window frames turquoise.

After schooling on the West Coast, she
went east to Teacher’s College at Columbia
University to obtain her master’s in art edu-
cation. It was during this time that she turned
her weaving interests into a commercial en-
terprise by selling handwoven baby blankets
to Saks Fifth Avenue and other stores. This

venture no doubt helped to sharpen her al-
ready capable selling instincts and served as
a testing ground for the fabrics she would
later develop in the studio she opened in 1930
at 526 Powell Street in San Francisco. Follow-
ing her graduation from Teacher’s College in
1928, she taught art in public and private
schools in both New York City and California.
She managed to save enough money from her
New York weaving sales to finance a trip to
France to study with the weaver-designer,
Paul Rodier.

During this period, Dorothy married Leon
Liebes, a member of a wealthy San Francisco
merchandising family. The advantage of a
secure financial cushion and entrée into a
social milieu that provided her with clients
cannot be discounted, but these would have
been worthless if the fabrics she created had
not had tremendous appeal and if she had not
had the drive and ambition to ensure that her
gifts were not lost to the world. She made a
niche for herself by working directly with
leading architects and interior designers,
who came to her studio and were fascinated

“This scarf,” notes Nell Znamierowski, “is not so much an inspiration from one Liebes fabric as it is a com-
posite of many of the ideas that were her trademark: juxtaposing thick and thin, dull and shiny, textured and
nontextured; it uses a simple twill and above all, her signature in bright colors.” Complete instructions for
Nell's Liebes Inspired Scarf are in the Instruction Supplement.

Elmer Wallace Hickman
Norman Hicks
Lillian Hjert

Lilly Hoffman
Nina Holland
Luther Hooper
Jan Hughes
Harriet Jenny
Harriet Johnson
Nellie S. Johnson
William Justema
Alice Kappenberg
Mary Belle Kellar
Kate Peck Kent
Bernard Kester
Sallie Pease Kierstead
Maria Kipp

Mary Kirby

Bill Kline
Julienne Krasnoff
Lucille Landis

Jack Lenor Larsen
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by the unusual fabrics and colors they found
there. Her handwoven fabrics went into pub-
lic buildings and private dwellings on the
West Coast and Hawaii. The list of her com-
missions included hotels, restaurants, the-
aters, department stores, nightclubs, and cor-
porate interiors. In 1937, she was appointed
director of the Decorative Arts Exhibition of
the San Francisco World's Fair of 1939. This
brought together the arts and crafts of 11
countries, including the United States, in a
well-received exhibition that brought her
name into national prominence.

The Liebes studio at this time was totally
devoted to handweaving. Her staff of weav-
ers, sometimes numbering as many as 20,
produced yardage for upholstery and drap-
ery and wove innovative window and room-
divider blinds which she is credited with in-
venting. Leftover yarns and other materials
were turned into pillows. Fashion fabrics
were woven for local and Hollywood clients.
For experimentation and for fun, Dorothy
designed one-of-a-kind lengths to be hung on
the wall as adornment, the predecessors of
today’s wall hangings. Everything had her
trademark mix of colors, yarns, and fibers;
woven in were ribbons, beads—even a tape
measure.

In 1940, Goodall Fabrics of Sanford,
Maine, hired her as a designer and stylist for
both its woven and printed divisions.
Goodall was a leading producer of decorative
fabrics for the middle-price mass market. It
didn’t have the elitist atmosphere Dorothy
had experienced when working with name
architects and interior designers. But she wel-
comed the opportunities to bring good de-
sign to the typical American home and to
work with power looms.

uring World War II, Dorothy was the Red
Cross national director in charge of im-
plementing therapeutic craft programs for
hospitalized war veterans. She moved her
studio to 545 Sutter Street in San Francisco in
1942. It continued still largely as a production
studio weaving finished fabrics. After thewar
ended, she obtained more consultant and de-
signer assignments. One of these was as color
stylist for the Dobeckmun Company, the
manufacturer of Lurex metallic yarns. Her job
was to promote metallics in every kind of
fabric. For Dorothy and her love of glitter, this
was a natural position. She did her job so well
that she became known as the “Lurex Lady”
Because so many of these consultant posi-
tions were based on the East Coast, in 1948
she moved her design studio to New York
while retaining her production studio in San

Francisco. In 1952, she consolidated her pro-
duction and design studios in New York,
where she made her home until her death in
1972.

Many young weavers fresh out of school
and looking for employment found their way
to the Liebes studio. It was a place to test first
contacts with the “outside world” but not a
place to develop an individual design pres-
ence, as every fabric that came out of the
Liebes studio was stamped with Dorothy’s
personality. However, many of these
“alumni” went on to make their own namein
the art fiber or education field. Interestingly,
none went on to develop a strong fabric stu-
dio. Furthermore, in no handweaving or craft
exhibition of the forties or fifties was there a
talent derivative of Dorothy Liebes’s, despite
all the admiration heaped upon her. The Sut-
ter Street studio had for a long time been
selling surplus yarn from the Liebes weaving
studio and continued as a yarn shop long
after her move to the East Coast. Liebes colors
and yarn were available to many weavers,
but a direct influence was never seen.

he Liebes studio discontinued its hand-

woven custom work in 1958. One of its
last commissions was the fabrics for cruise
ships of the Grace Line. When all these yards
of upholstery, drapery, background panels,
and curtains were done, Dorothy was inter-
viewed for the Fall 1958 issue of Handweaver
and Craftsman on what makes an interesting
fabric. She believed in ““a mixture of fibers”,
preferring nylon yarn (synthetics were rela-
tive newcomers then) woven with cotton and
Dacron and silk, linen, or wool rather than
actually blending the synthetic fibers with
natural ones. In the blending, “one never
knows what will result from the dyeing and
moreover, the fabric has a monotonous over-
all effect.” (Monotony was never a trait in any
Liebes fabric. In one of the cruise ships’ drap-
ery panels, there was a 10" stripe with a dozen
or more colors in as many yarn types or fi-
bers.) She felt that weaving nylon and wool
“gives quite a fabulous texture just by the
contrast in the visual expression of the two
fibers. Each helps the other.”

As Dorothy made the transition from hand
loom to power production, she never gave up
her nonconformity in color and fiber. Her
custom-woven blinds were widely popular.
Various manufacturers power-loomed them,
keeping to the array of colors, yarns, and
fibers in the spaced warp groupings. The
handwoven weft was of bamboo reeds, thin
wooden slats, and (in one collection) plastic
rods filled with bubbles and fluorescent tape.
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TIME LINE

1936

The Seattle Weavers'
Guild meets for the first
time at the home of Mrs.
Dada Linn. Starting out as
a small group of 10 or 12,
this group’s membership
would increase to 220 by
1950.

The Tennessee Valley
Authority sponsors a
series of workshops in
handcrafts to help
supplement the income of
farm families.

Else Regensteiner
immigrates to the United
States to escape Nazi rule.

1938

The first session of the
National Conference of
American Handweavers
was held at the estate of
Waldenwoods, 60 miles
west of Detroit.

1939

The Golden Gate
Exposition in San
Francisco displays one of
the first major displays of
crafts in this country; the
exhibition is curated by
Dorothy Liebes.

The U.S. Department of
Agriculture holds the Rural
Arts Exhibition, which
spurs interest in
handcrafts.

&

1941

The Newcomb Loom
Company discontinues
manufacturing its loom
The Weaver's Friend.

Power-loomed, the weft most often was of
metallic strips.

There were Liebes blinds that seemed to be
forever in the windows of the old Bonwit
Teller’s on the corner of 56th Street and Fifth
Avenue in New York. These were not the
original blinds, however, but replacement
sets as the first ones had deteriorated. Her
designs were so timeless that often a cus-
tomer specified that a second Liebes design
be woven as similar to the original as possible
rather than go to another designer.

Dorothy’s fascination with synthetic yarns
resulted in part from her being retained as a
design and color consultant by duPont in
1955. Working with duPont technicians, she
helped develop novel yarns with a better
hand. She used them in unusual color combi-
nations and fabric structures to promote the
duPont fiber. During her last years, she was
heavily involved with duPont and with
Bigelow-Sanford, Inc., a major rug and carpet
producer for whom she developed rug lines
as well as wall-to-wall carpeting for homes
and businesses. She continued to enjoy using
her talent toward improving the fabrics that
were sold in the mass market. Her final op-
portunity came in 1969 when she was hired
by Sears, Roebuck as a home furnishings con-
sultant.

Although more and more designers and
companies were doggedly following color
trends, leading to a homogeneous look in
interior fabrics, Dorothy Liebes was true to
her personal color vision. She favored bright
and exotic combinations, but she also used
muted colorings similar to what we would
call “desert tones” today. Even these quieter
combinations often had an extra perk due to
a shot of metallic or an offbeat pairing of
yarns. At the annual January home furnish-
ings markets at the Merchandise Mart in Chi-
cago in the late sixties, her designs were al-
ways showstoppers that added interest and
life to otherwise tedious showrooms. It was
at one of these displays that I first saw Liebes
fabrics in real life. They were even better than
the ones I had experienced in the pages of
magazines.

orothy spent her last years in poor

health, but as much as she was able, she
came to the studio every day. Her large staff
was reduced to three weavers who devoted
themselves to the samples required by the
consulting work. The walls of her studio were
amass of color; shelves reaching to the ceiling
housed the 50,000 or more colors she claimed
to have on hand in both natural and man-
made fibers. On the floor stood her Chinese

red loom from the early days in California.

It was during these last years that I finally
met Dorothy Liebes. I had been hired as a
research consultant for the retrospective exhi-
bition given her in 1970 at the first Museum
of Contemporary Crafts in New York. As part
of my job was to write the catalog for the
show, I spent many hours—days—weeks—
at her studio and her home talking with her
and poring over her voluminous diaries that
were a combination of scrapbooks and clip-
ping files starting from the first years of her
early successes in San Francisco. These dia-
ries enabled me to follow the high points and
important commissions of her career as it
moved from handweaver to production
weaving studio to consultant in industry.
There were many awards and honors for her
breakthrough fabrics that took us from an era
of stilted home furnishings to one in which
the textiles were modern and exciting. She is
credited for making the contract and decora-
tive fabric industry color-conscious. Perhaps
this would have evolved naturally, but cer-
tainly she is the one who gave the evolution
a big push and the one whose name is most
closely connected with color in interior fab-
rics.

n those last years, ill and somewhat fragile,

Dorothy still looked radiant in the colors
she chose to wear that best complemented her
blondness. Her tall, willowy frame carried an
aura of sunniness arising not from yellows
and golds but from shocking pinks and bright
greens and blues. She still had determination
and drive. Her conversations with me were
peppered with wonderment at why young
designers weren't trying new things—why
weren’t they more daring in their fabrics?
why weren’t they enforcing their own image
as much as she had done?

After Dorothy’s death, her studio was dis-
banded, and the yarns, fabrics, and looms
sold or given away. At the time, I was in
charge of the weaving studio at the Brooklyn
Museum Art School, and we were fortunate
enough to obtain her Chinese red loom. I had
a plaque put on it in memory of her great
talent and the inspiration she gave to others.
Shortly thereafter, the Brooklyn Museum
weaving studio was itself disbanded, and the
loom was bought by a local weaver. I hope
that it continues to inspire as much as her
fabrics did. <

Nell Znamierowski is a color consultant to Harris-
ville Designs and an assistant professor at the Fash-
ion Institute of Technology in New York City.
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Immigrants to this country brought their traditions
with them. “Mama” Valborg Gravander was one of
the more colorful and influential.

“Mama” Valborg
Gravander

by Ann Walker Budd

ALBORG GRAVANDER, known fondly

as “Mama” to weavers and nonweavers
alike, was one of the most colorful weaving
personalities of this century. Born and raised
in Sweden, she immigrated to San Francisco
with her husband and spent her life promot-
ing weaving, spinning, and Swedish culture.
In 1888, Valborg Mattsson was born to a
well-to-do family in Gefle, a shipbuilding and
shipping center on the east coast of Sweden.
She attended an ordinary folk school that in-
cluded weaving in its curriculum, but poetry
was her favorite subject. She chose nursing as

Detail of a rya rug woven by Mama Gravander
Photo: The American River College.

a career and before marrying Axel Gravander,
worked as head nurse of the infant ward ata
children’s hospital. Axel, a journalist, had
been sent to San Francisco in 1915 as a press
representative of Sweden for the Pan Ameri-
can Exposition. He fell in love with the Amer-
ican city and mild climate and was deter-
mined to return.

In 1918, Axel and Valborg, along with their
two-and-a-half-year-old daughter, Anne
Christine, immigrated to the United States.
Instead of traveling with a large amount of
cash, the Gravanders spent their savings on
Swedish weavings and folk arts to sell in the
new country. In San Francisco, Axel found
work as a carpenter.

In 1924, one of Valborg's sisters visited San
Francisco and persuaded Valborg to help her
set up and teach a weaving class. A year later
the sister moved away, but by that time
Valborg was hooked. She continued to teach
classes and sold her own weavings along with
those she had imported from Sweden.

Students were charged $50 to learn all they
wanted to know about weaving. The lessons
would continue as long as, and at whatever
pace the student wanted. Some students
would leave and return years later to receive
additional instruction at no additional charge.

Many of the students came great distances
and needed a place to stay. The Gravanders
provided room and board in their house and
eventually bought the house next door to ac-
commodate all of the boarders. They housed
as many as 12 people at a time, some who
stayed for a few months and others who
stayed for years. Although most of the board-
ers were weaving students, weaving was not
a requirement and teachers and office work-
ers also boarded there.

In 1925, the Gravanders opened a restau-
rant in their home on Thursday and Friday
nights. On these nights they would serve a
traditional Swedish smorgasbord to 120 peo-
ple followed by Swedish folk dancing in the
basement. A full evening of entertainment,
including dinner, cost $2 per person.

The boarders were required to help the
business by dressing in Swedish costume,
serving food, and participating in the dances.

Mama Gravander in Swedish
costume. Photo: The American
River College.

A Weaver's Prayer

Oh God, the warp you gave
me,

My life,

[ got it tangled.

| broke some threads, | made
mistakes,

I wove too bright a border

You take the shuttle out of
My hand
And let me rest awhile
And mend my threads, correct
my faults
And put it all in order
—Valborg Gravander
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TIME LINE
1942

Dorothy Liebes moves her
successful studio to 545
Sutter Street in San
Francisco.

Garnett January founds the
Loom Craft Studio,
Wilmington, Ohio.
January’s first looms, the
Sabina folding looms,
were developed with
home and school use in
mind.

JANUARY and
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1944
Loom Music begins
publication.

A Handweaver's Pattern Book
by Marguerite Porter
Davision is published by
John Spencer in Chester,
Pennsylvania.

The American Craftsmen’s
Council is formed.

1945

The Gravanders close their
boarding house and move
to their country retreat,
Ekbacken.

Else Regensteiner begins
teaching at the Art
Institute of Chicago, a post
she will hold unti! 1971

1946

January 22-March
31—"5000 Years of Fibers
and Fabrics Exhibit” at
The Brooklyn Museum.

They also helped cook, clean, and take care of
daily business, and in this way the Gravander
household was more of a commune than a
simple boarding house.

For twenty years, from 1925 to 1945, the
Gravanders ran their boarding house, restau-
rant, and weaving business and school in San
Francisco. Valborg’s energy was inexhaust-
ible as she taught weaving, put together the
smorgasbords, filled weaving orders, took
charge of all business aspects of their lives,
and even wrote poetry. Amongst the students
and boarders, she took on the role of “mother
hen” and soon was nicknamed “Mama”, a
name she was called the rest of her life.

Mama made a business of promoting Swe-
dish culture in San Francisco. She dressed in
Swedish costume, observed Swedish holi-
days and traditions, and decorated every
room in the house in authentic Swedish style.
Her habits made her a curiosity, but Mama
was an excellent businesswoman. She knew
that her colorful costumes and unfamiliar tra-
ditions would attract attention—and increase
business.

Mama was single-minded about her weav-
ing business. She wove things with mass ap-
peal that were sure to sell. Although her
weavings were of the highest quality (one
customer insisted that she weave a deliberate
flaw in a piece so people would believe that it
was handwoven), she was unconcerned
about creating art. Mama valued a handwo-
ven apron, worn for everyday cooking, as
much as an award-winning rug.

Much of the weaving business came
through custom orders. Word of the excellent
Gravander weavings traveled to Hollywood,
and Mama was kept busy for an entire year
weaving interior fabrics for the movie star
Charles Laughton. She and Charles became
good friends, and Charles insisted on eating
with Mama in the Gravander kitchen when-
ever he was in San Francisco.

With such a busy city life, the Gravanders
dreamed of a weekend retreat in the country.
In 1929, they found the ideal property north
of San Francisco in the hills above Mill Valley.
The real estate agent was so taken with them
that he personally financed the loan for their
down payment.

They named the three-acre property
Ekbacken, Swedish for oak hill. Axel built a
small house which they, and some of the stu-
dents, used on weekends. Axel stayed there
during the week to manufacture looms, and
in 1941 he built another house so he could
have a full-time workshop. The new house
was much larger with living quarters on the
ground floor and a weaving studio in the

basement. Later, Axel built two small cottages
which were used by students. Of course, all
of the buildings were decorated with hand-
weavings and Swedish crafts.

In 1945, Mama closed the restaurant and
moved to Ekbacken year round. The war had
made it too difficult to obtain the quantities of
food needed for the smorgasbord and Mama
was seeking a quieter life. She continued to
teach and to sell yarns and weavings in the
basement studio, and she was able to put
more of her time into spinning. As with weav-
ing, she taught spinning the way she was
taught—through hours and hours of practice.

A group of her spinning students met with
her once a month to spin and became known
as the Gravander Spinners. Wanting to spin
real camel hair, the group sponsored a raffle
and raised $1500 to purchase a camel for the
San Francisco Zoo. The camel was named
Gravander. The Gravander Spinners have
since become a formal guild with a high stan-
dard of excellence. Only Mama'’s students or
students of her students may belong.

Mama amused herself by entering weav-
ing and spinning exhibits in fairs and shows.
Not content simply to show some hanks of
yarn or yardage of fabric, Mama built and
decorated award-winning model cottage in-
teriors to surround her work; these were al-
ways decorated in traditional Swedish style.

Mama Gravander was instrumental in in-
troducing Swedish textiles and tradition to
San Francisco. Through her enormous energy,
desire to share, and colorful personality she
spread her love and appreciation for hand-
crafts, establishing the weaving revival in the
San Francisco Bay area. For her contribution
toward furthering Swedish culture in the
United States she was awarded a medal of
service by the Swedish government. <

Ann Walker Budd is an editorial assistant to HAND-

WOVEN magazine.
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ictical Weaving Sugoestions

In reinterpreting fabrics and weaves of our forebears, there is always potential for creating something entirely
new. As Dorothy Liebes said in a 1944 Woman's Day article, “There is no use falling back on the old cliché of
‘Nothing new under the sun.” There is always a new way of saying it!”

How well this thought is illustrated by this Scandinavian-Influenced Upholstery Fabric by Louise
Bradley! Louise started with an upholstery fabric she found in a Lily Mills pamphlet from 1958. The mono-
chrome color scheme “buff-colored” and “leaf beige”, were noted as being right in fashion with interior decor of
that time. Louise has captured the smooth quality of the original and enlivened it in this multi-hued rendition.
Complete instructions for Scandinavian-Influenced Upholstery Fabric are in the Instruction Supplement.

Karl Laurell

Robert Leclerc
Dorothy Liebes
George Linton
Dorothea Macomber
Ethel Mairet

Ena Marston
Elizabeth Mattson
Dr. Mabel Maxey
Theo Moorman
Laszlo Moholy-Nagy
Lucy Morgan

Phyllis Murdock
Ruth Nordquist Myers
Irene Nagel

Ruth Overman

Mary Pendleton
Rupert Peters

lona Plath

Martha Pollack
Viola Joyce Quigley
Gail Redfield

Ruth Reeves

Else Regensteiner
James Rice

Irma Robinson

Ed Rossbach

Eliel and Loja Saarinen
Mary Sandin

Mary Sayler

Sophie Schutz
Walter Schutz

Kay Sekimachi
Malin Selander
Mary Sergeant
Margaret Sheppard
Anna Nott Shook
Paula Simmons

Lula Smith

Mary Alice Smith
Edith Huntington Snow

Mary Snyder
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Anni Albers at her loom.
Photo: Helen M. Post.

“The good designer is
the anonymous
designer so | believe
the one who does not
stand in the way of the
material, who sends his
products on their way
to a useful life without
an ambitious
appearance.

—Anni Albers: On Designing

For Anni Albers, weaving was more than craft;
it could achieve the status of art.
Her early works especially have become symbolic of
Bauhaus-style weaving.

Anni Albers: The Weaver

by Janna Vander Lee

Aﬁ A YOUNG art student, Anni Albers
oped to enter the Bauhaus glassmaking
workshop. The Bauhaus, Germany’s avant
garde art school, had grown out of an innova-
tive effort to reestablish the interrelationship
of art and craft with modern technology.
Later, the Bauhaus instructors Paul Klee, Josef
Albers, Wassily Kandinsky, and Walter
Gropius were internationally acclaimed, and
the Bauhaus was a legend in its own time.
However, when Anni Albers enrolled there in
1922, the only opening was in the weaving
workshop. Thinking that weaving was a sissy
thing and that she would transfer later, Albers
found she liked the pliable nature of thread
and the discipline of woven structure. She
spent the next eight years studying weaving
at the Bauhaus and after graduating in 1930,
served as part-time instructor and acting di-
rector of the Bauhaus weaving workshop. She
later noted in an interview that there was no
formal program: students and faculty mem-
bers simply experimented, groped.

The Bauhaus days

The triumph of the Bauhaus weaving pro-
gram was its transformation of weaving into
contemporary design. The weaving studio,
which Albers’s later career made famous, at
first consisted of some old looms. The school
sent a student to a French tapestry atelier to
learn about weaving.

At the Bauhaus, Albers developed the skill
and the perspective to redefine the nature of
weaving. The first phase was a matter of ex-
ploring materials and creating amazing ob-

jects. Her graduation project was to develop
a wall covering for a theater that would both
absorb sound and reflect light. The then-stan-
dard velvet treatment could not do both. By
utilizing a new material, cellophane, Albers
combined modern technology with hand-
woven creativity to achieve a design solution
that could be mass-produced.

The second phase at the Bauhaus was at-
tention to woven structure, through which
students developed composition. For Albers,
compound cloth became the structure
through which she explored value gradation
and design. Whereas Scandinavian double
weave uses one color as a negative back-
ground and the other as a positive subject,
Albers blended two or three layers of warp to
form variation of color within the block de-
sign. White and black could be woven sepa-
rately for pure hues and interwoven to form
grays.

Albers broke through the flat plane pattern
of textile by her use of value gradation within
the composition. Whether her blocks are a
checkerboard or the later interlocking blocks,
as in “Northwesterly”, she conveys a synco-
pated rhythm in the progression of blocks. In
the “Orange, Black, White” panel designed in
1926-7 and rewoven in 1965, the orange
moves through the black and white blocks
unexpectedly. To achieve these effects, she
designed her weavings on graph paper to
scale. The symmetrical design of blocks com-
bined with an asymmetrical progression of
value/hue is based in woven structure yet
transcends actual weave. The strength of
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Left, “Orange, Black, and White” hanging. This piece was
designed by Anni Albers in Germany between 1926 and
1927 and was rewoven in Connecticut in 1965. Silk and cot-
ton, double weave with paired warps and wefts. Photo cour-
tesy of the Art Institute of Chicago.

Below, “North-Westerly” hanging by Anni Albers woven in
1957 Photo courtesy of the Art Institute of Chicago.

Albers’s weaving was the creative interplay
of materials and weave, and woven structure
and visual form.

The third phase of the Bauhaus program,
consideration for usefulness, became a key
factor in Anni Albers’s weaving. The Bauhaus
had been developed with the utopian ideal
that universal, well-designed form, whether
architecture or tablecloth, would restore
wholeness to a society then experiencing the
social and political upheaval of Hitler’s rise to
power.

For Albers, handweaving was neither a
cottage industry for the lone artisan nor ther-
apeutic rehabilitation for hospital programs,
the two functions weaving then served. She

i

advocated handweaving as a laboratory to
develop prototypes for the textile industry.
She saw the weakness that resulted when
design was based on production considera-
tions rather than on the inherent creative pro-
cess. She termed these cost-effective fabrics
”bluqdering giddy decor or drab utilitar-
ian.”

Anni Albers began the effort to restore hon-
esty of materials and reestablish integrity of
structure in commercial fabric. Years later in
1957, at the First Annual Conference of Amer-
ican Craftsmen, she summed up her concept
of design as the “inseparable oneness of per-
formance and appearance that derives from
the unity of its conception.”>

TIME LINE

1947

Home Weaving by Oscar
Bériau is published by
Arts and Crafts of
Gardenvale Inc.,
Gardenvale, Quebec.

The fiftieth anniversary of
The Society of Arts and
Crafts of Boston,
Massachusetts, the oldest
craft cooperative in the
United States, is
celebrated.

French tapestries are
exhibited at the
Metropolitan Museum of
Art.

Harriet Tidball takes over
The Shuttle-Craft Guild
from Mary Atwater.

American Fabrics magazine
is founded.

1948

The Michigan Weavers
Guild is formed.

1949
The Museum of Modern
Art in New York features a

show of the work of Anni
Albers.

Mary Black’s New Key to
Weaving is published.

Dorothy Liebes opens the
Yarn Depot in San
Francisco. It is sold in 1953
to Janet McNinch, Marjorie
Stern, Carol Sinton, Cay
Garrett, Helen Wood
Pope, and Ruth Howard.
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Bessie Stowall
Marianne Strengell
Gunta Stozl

Mrs. Luther Swygert
Marta Taipale

Lou Tate-Bousman
Lenore Tawney
Heather Thorpe
Harriet Douglas Tidball
Osma Gallinger Tod

Lyndall “Granny”
Toothman

Naomi Towner
Kate Van Cleve
David Van Dommelen
Lydia Van Gelder
Mary Weissel
Virginia West

Jean Wilson

Irma Winter
Gladys Wonnacott
F. C. Wood
Edward F. Worst
Helen Young
Rase Young

Stanislaw A. (S.A.)
Zielinski

Nell Znamierowski

This list is by no means
complete. We'll continue to
add to our list and welcome
your additions.

Louise Bradley, on researching material for this Bauhaus-
Inspired Jacket was struck by the similarity between
Anni Albers’s weavings and the glass designs of her hus-
band, Josef Albers. The works of both artists have geometric
abstraction on a well defined grid; the comparison illus-
trates what students of the Bauhaus have noted: whether in
glass, textiles, architecture, or furniture, the precise, clean
Bauhaus design could be interpreted in any medium and
could well have been designed by a designer in any other
material. The double-weave pick-up motifs for Louise's
Bauhaus-Inspired Jacket come directly from one of Josef
Albers's glass works of 1929. Complete instructions are in
the Instruction Supplement. Yarns courtesy of Glimdkra
Looms “n Yarns.
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During the times when Mary Atwater,
Mary Black, and Harriet Tidball were publish-
ing pattern drafts and appropriate thread
counts, Anni Albers was exploring variations
of scale in the relationship between thread
and weave. Her fabric designs were usually
plain weave, blending synthetic yarns with
cotton or linen warps. She felt that compli-
cated structures or intricate color systems
called too much attention to themselves to be
acceptable for daily use. In her later years, she
would use log cabin pattern to create the sense
of block and intersperse leno lace areas to
open the weave. Discontinuous brocade or
inlay might shoot across the blocks to create
another visual element.

When the German government closed the
Bauhaus, Anni realized that she would be
considered Jewish and that there was no fu-
ture for her art in Nazi Germany. In 1933, on
the suggestion of architect Philip Johnson, she
and her husband, Josef Albers, accepted
teaching positions at Black Mountain College
in North Carolina. There, Anni Albers taught
the concepts of weaving and wrote on the
philosophy of weaving rather than focusing
upon techniques. Her essays were collected
into two books, On Designing and On Weav-
ing, and were influential in both fields. As she
continued to develop her weaving concepts,
Anni Albers proceeded to influence American
textile industry.

She designed fabric for Knoll. Designing
fabric that could be mass-produced required
materials that could survive the industrial
process and compete in the market. She re-
sponded to the technical challenge of each
commission or sample rather than create and
repeat a personal style. Whether bedspreads
for Harvard or fabric panels for a synagogue,
each project was an adventure in which to
explore new combinations of materials and
adapt woven structure.

Anni Albers is credited with being the
major influence in transmitting Bauhaus de-
sign functionalism to American fabric® In
1949, the Museum of Modern Art featured her
weaving in the first museum exhibit of any
American weaver.

The South American

influence

Archaeological discoveries of pre-Colum-
bian South American weaving, popularized
in the United States by Junius Bird, interested
Anni Albers. The ancient woven structures
were technical tours de force hitherto un-
known in Western civilization. While many
weavers adapted those weaves, Albers only

added theleno or gauze structure to her work.

It was the fragments that fascinated her.
These bits and pieces of textiles, though obvi-
ously no longer usable as fabric, were defi-
nitely more than samples. They became visual
objects, introducing a new scale of size, a new
concept of unfinished edge.

These led Albers to investigate the visual
nature of weaving. Her ““Pictorial Weavings”
were the first American weavings to be con-
sidered a visual art form. She framed them to
emphasize their aesthetic nature. The Massa-
chusetts Institute of Technology organized an
exhibition of twenty-nine of these weavings
which toured the country in the late 1950s.

In 1961, the American Institute of Archi-
tects awarded Anni Albers a gold medal for
“her pioneering approach to the art of weav-
ing, as an abstract expression of design, intro-
ducing new techniques over a long period of
time.”* In 1962, the Philadelphia Museum
College of Arthonored her for “the distinction
she has brought to her profession as fabric
designer who poses challenging problems for
herself and solves them with impressive dis-
cipline and sensibility.”®

Although Albers received many other
awards and honors for her weavings, exhib-
ited internationally, and lectured widely, she
turned to printmaking in 1963. Lithographs
then became her medium in which to explore
line.

In 1985, the Renwick Gallery of the
Smithsonian Institution organized a retro-
spective of her work. Honoring her well-de-
signed craft and saluting her creative art, the
exhibition acknowledged Anni Albers’s pion-
eering role in developing contemporary
American handweaving. <

Jana Vander Lee is a Houston weaver and interna-
tionally published writer[historian in the fiber field.
She has curated numerous exhibitions such as
“American Fiber Art: A New Definition” She is also
editor/publisher of “The Houston Arts”
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“We learn patience and
endurance in following
through a piece of work.
We learn to respect
material in working it.
Formed things and
thoughts live a life of their
own, they radiate a
meaning. They need a
clear form to give a clear
meaning Making
something become real
and take its place in
actuality adds to our
feeling of usefulness and
security Learning to
form makes us under-
stand all forming

—Anni Albers: On Designing
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Looms in the 1920s to 1960s:

by Janet K. Meany

Who made the looms that turn up at garage sales for a song, or
are found after being neglected for years in old barns and attics?
Many of these looms made by home craftsmen offer no clues to
their origin, others might have a manufacturer’s faint markings.
Many of these looms are put to hard use, but too often they
languish in bits and pieces for want of parts, repairs, and a clue
to how to put the pieces back together If you are the owner of an
old but sturdy loom, perhaps this brief overview will give you
some hint as to its origin and where you might find the
information you need to get it working again. —ed.

N THE LATE 1800s and early

1900s, most of two- and four-
shaft rug looms were produced by a
handful of companies. Some of the
primary companies are noted here.

In the late nineteenth century, the
Reed Loom Company in Spring-
field, Ohio, began manufacturing
the Ideal and Little Dandy looms, as
well as the Weaver’s Friend and the
Cambridge Loom. The Weaver’s
Friend, a two-shaft loom, had an au-
tomatic shaft changer activated by
two beats of the beater. Production
continued into the 1970s.

The Newcomb Loom Company
was founded in 1887 This company
also made a loom called the
Weaver'’s Friend as well as one
called the Little Daisy. Both had
frames constructed of metal pipe.
The Weaver’s Friend was a counter-
balance loom with two shafts and
two wide treadles. Its manufacture
was discontinued in 1941. The Little
Daisy had a fly shuttle, and the
shafts changed with the action of
the beater. The Newcomb Improved
No. 3 was first manufactured in
1887 This fly shuttle loom came
equiped with special cylinders into
which rag weft could be packed

and then inserted into the shuttles.
The Weaver’s Delight Four Harness
Fly Shuttle loom, introduced in
1899, was essentially the same as
the Newcomb Improved No. 3 but
had two additional shafts. In the
1930s, the company produced the
Studio Art Loom in response to a
demand for a more versatile loom
which could weave coverlets. It had
four shafts, six treadles, and rising-
shed action. All the looms were
available until the early 1980s.

The first looms of the Deen Loom
Company were sold in 1895 and the
last, just before World War II. Early
models were made of wood or of
iron pipe; later ones had steel
frames. Many had fly shuttles, and
some were wide enough to produce
room-size rugs. The late models
used a dobby-type action in which a
continuous paper strip with
punched holes selected the shafts. A
shuttlefilling machine was included
with each loom.

The Eureka Hand Shuttle Loom
was first produced in the 1880s; the
Eureka Fly Shuttle Loom followed
later. By 1895, Eureka Loom Com-
pany was producing two carpet
looms and five sizes of rug looms as

An Overview

well as dealing in reeds, harnesses,
spools, shuttles, and spinning
wheels. In 1907, the business was
sold to the Reed Loom Company of
Springfield, Ohio.

Union Loom Works of Boonville,
New York, incorporated in 1918, of-
fered three basic two-shaft looms:
the Union Home Loom, a small por-
table loom; the Union Special Loom
(also known as the Union Loom No.
36); and the Union Custom Loom,
which had a tray across the top to
hold shuttles. The latter two coun-
terbalance looms were manufac-
tured until 1969. In 1984, the remain-
ing Union Loom Works inventory
was sold to the Oriental Rug Com-
pany.

In 1970, the Oriental Rug Com-
pany of Lima, Ohio, a supplier of
warp and weft materials for the rag
rug weaver, began manufacturing
ORCO Looms. These are basic,
weaver-operated machines pat-
terned after Union Loom No. 36.
Their Model 74 has four shafts and
six treadles. All of Oriental Rug
Company’s products are still avail-
able.

Significant in the 1920s was the
influence of Edward F. Worst and
his organization of the Lockport
Cottage Industries, and the produc-
tion of the Lockport Loom and its
smaller version, the Rosemary
Loom by Gustav Sandbloom.
Worst’s book, Foot-Power Loom
Weaving, published in 1918,
includes plans for a Danish and a
Swedish loom as well as a fly
shuttle attachment. The book is still
available from Dover Publications
under the title Weaving With Foot-
Power Looms.

The 1920s saw the advent of
more loom companies offering an
even wider range of looms than had
been available in the early 1900s.

—continued on page 86
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PROFILE

Marguerite
Porter Davison

Interview with John Davison by Louise Bradley

Text by Katy Bright Banks

Y MOTHER WAS BORN in 1887
M near Cincinnati, Ohio, where her

father was the principal of a manual
training school. Her mother was a self-taught
landscape painter, so there was an artistic
background in the family. Sometime after
Marguerite finished high school, the family
moved to Berea, Kentucky, where she got a
job as a secretary at Berea College.

It was in Berea that my mother first be-
came interested in weaving. She became an
assistant to Anna Ernberg, who had started
Fireside Industries, a program to teach moun-
tain women how to weave coverlets in the old
tradition. Here also she met Waldo Davison.

After their marriage, my parents volun-
teered as missionaries for the YMCAin Riode
Janeiro, Brazil, where my father established a
junior college. I was born in Brazil, and we
lived there thirteen years. Mom took her loom
to South America but was too busy to set it
up.
It wasn’t until we returned to the United
States, to Muskogee, Oklahoma, thatMom set
up herloom. She took over a dilapidated shed
which might have been a chicken house at
one time—just a space that was available. It
was much too hot in the summertime, but she
used it for a good part of the year. The next
stop for the family was Buffalo, but we
weren't there long and Mom didn’t have
space to do much weaving.

Eventually we moved to Swarthmore,
Pennsylvania. We children were nearly
grown, so my mother finally had the time and
the space to weave in earnest. We lived in an
old house with a full third story to it which
was almost completely taken up with weav-
ing apparatus. My mother had several looms,
warping bars, and closets full of yarn.

The looms were really very simple. They
weren't fly-shuttle looms, for example. My
mother never cared for that sort of mechani-
zation. She loved the little irregularities that
came from handweaving.

The family took her weaving quite seri-
ously. Conversation at the dinner table fre-
quently involved weaving, and even my fa-
ther wove a few items after he was retired.
Our family was pretty well trained to do the
household chores, so Mom didn’t have to
spend a lot of time doing housekeeping.

Because of her experience in Berea, she
was profoundly interested in preserving and
reviving the old coverlet designs. She loved
to look for old coverlets. She would find one,
or a part of one, that someone had stashed
away, and then she would analyze the draft
and proceed to weave it herself. She did a
good deal of that for the first two or three
years, but then she began to tire of just doing
the old patterns. She decided there must be a
lot of other patterns that one could weave
from the same threadings, so she set out to
explore the possibilities. The excitement of
discovering even better patterns kept her
going.

She kept a couple of small looms busy all
the time, trying out various treadling
schemes. Mom began to fill notebooks with
pattern swatches which she called “my
experiments”, the more pleasing designs
found their way into larger weavings. This
was about 1939.

Mother’s enthusiasm was contagious, and
she recruited all her friends to help with her
experiments. We’d moved to Swarthmore to
be close to friends we’d met in Rio, and they
were among the first recruits. There was
plenty of room to keep several looms going

Marguerite Porter Davison at
her loom in Swarthmore,
Pennsylvania, 1951
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TIME LINE
1950

The International Textile
Exhibition is held
November 1-30, at the
Woman’s College of the
University of North
Carolina, Greensboro,
North, Carolina. Entries
“are considered yard
goods except woven rugs
and napery.”

Handweaver & Craftsman
magazine commences
publication with its April
issue. Editor Mary Alice
Smith notes that the
magazine’s mission will be
to “record the progress in
cooperation between
craftsmen and
manufacturers, especially
in textiles, where
handweavers are making
some rather spectacular
contributions.

The Shuttle-Craft Guild
moves to Virginia City,
Montana.

Handweavers represented
in the “Good Design”
Exhibition, sponsored
jointly by the Museum of
Modern Art and the
Merchandise Mart of
Chicago, include Dorothy
Liebes, Rowantrees, Inc.,
Gladys Rogers Brophil,
Anni Albers, Marli Ehrman,
Maijel Chance, and
Reg/Wick.

The Chicago Weavers
Guild sponsors the
National Conference of
Handweavers at North
Central College,
Naperville, lllinois.

The Contemporary Hand
Weavers of Texas is
organized with 70
members. In the group's
first show, Margaret
Sheppard wins best of
show for her jacket fabric
of fine black cotton and
white rayon and novelty
yarn.

at once, so people would come over when
they could and do some weaving. It was like
a little workshop. All the in-laws were in-
volved in it at one time or another.

Soon she began to put together a book
about how to experiment and create new
handweavings. It was a risky venture; she
had to borrow money to get started, and that
was unheard of, because only men could get
loans. One way or another, she got the money.
The first edition of A Handweaver’s Pattern
Book in 1944 was a fairly amateur job. A friend
of hers drew the drafts in ink, and a photog-
rapher made pictures of her swatches. A
printer in West Chester produced the first
edition, but it was expensive and Mom
wasn’t quite satisfied with it.

Soon afterwards, Mother met John Spen-
cer, who became the new publisher. He was a
printer who had decided to get into publish-
ing, and he thought he would start with her
book. As it ended up, her books were the only
ones he ever published. Spencer worked very
well with my mother, and his sons, who took
over the business, remain strong family
friends. They’re still printing the Pattern Book
and the 1953 sequel, A Handweaver’s Source
Book.

Mom never could get any of the regular
publishing houses interested in her books,
because they really didn’t know how to sell
them. She knew the customers better than
they could, and she enjoyed meeting people,
so she handled the publicity herself. She was
quite an able businesswoman. She started up
a direct mail business, collecting mailing lists
and attending meetings where weavers and
other craftspeople congregated. From that

point on, she was really constantly promot-
ing her books; it took up at least half of her
time.

She was especially active in the weavers’
guilds in Pennsylvania, and she also had con-
tacts in the interior decorating business in
New York. After the new edition of the Pattern
Book came out, Mother traveled to the West
Coast to talk with people out there. My sister
and her husband lived in Portland, Oregon,
by that time, and that’s how Mom'’s weaving
samples ended up out there.

Mom was a saleswoman. She’d just set up
shop at meetings: “Here I am; this is my
book.” She and Dad would make the rounds
of various parts of the country every couple
of years.

A few years before my mother’s death in
1953, my parents had to move to Lancaster,
Pennsylvania, to more affordable living quar-
ters. A college there was very active in pro-
moting crafts, so that was another reason for
choosing Lancaster. Mom continued her
mail-order business, and her work was at its
height when she died.

Since then, the Spencer family has contin-
ued to publish and promote her books, and A
Handweaver’s Pattern Book continues to be one
of the classic references for modern weavers.
Recently Charles Lermond, of Oberlin, Ohio,
put the drafts on computer disks so weavers
can experiment with different designs with-
out having to take the time to weave them
first. Mother’s “experiments” have moved
into the modern age, and she would be terri-
bly pleased by this! <

John Davison lives in Plantsville, Connecticut.
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A 1950s
Casement
Cloth

by Constance Lalena

The 1950s were my growing-up
years. Near the beginning of the de-
cade, I designed the first of what was
tobecome a series of houses (only one
of which was ever built). This first
house was very “modern”, no doubt
inspired by the movies and maga-
zines which served as this small-town
midwestern child’s window to the
world. I didn't stop at the structure;
the house also had to be furnished.
The furniture I imagined was
stripped-down modern, with spindly
legs and spare shapes. The floors
were gleaming stone and polished
tile, and there were area rugs of rich,
thick pile. The few upholstery fabrics
were tweedy and simple, in saturated
colors. Most of the exterior walls were
glass, and draperies were printed
with amoeba and boomerang shapes
in lime, orange, pink, turquoise, and

black on white. There were casement
cloths, too: light, sheer, and richly tex-
tured.

By the end of the decade, I had
finished high school without ever
seeing such a house. The homes of my
family and friends were resolutely
traditional, and filled with chintz
prints, overstuffed chairs and
couches, and amply proportioned
wood pieces that were more Victorian
than Danish. My most intimate en-
counter with “modern” had been a
neighbor’s wrought iron magazine
rack.

What I didn’t suspect, until I re-
viewed copies of Handweaver and
Craftsman magazine from the early
1950s, is that people were actually
weaving and using textiles such as I
could only imagine in my house. And
they were using found materials in a
way that I had previously associated
only with the earnest experiments of
late 1960s hippies. Weavers of the fif-
ties were creating household furnish-
ings, and especially draperies and
casement  cloths—from  bouclé,
rayon, metallics, and nontraditional
additions including grass stalks,
pineapple fiber, bamboo, cellophane,
ribbon, yucca, translucent synthetic

This 1950s Casement
Cloth was woven by
Constance LaLena. See
the Instruction
Supplement for details
about this fabric.
Yarns courtesy of
Yarnworks.

tubing, Spanish moss, and (gasp!) os-
trich plumes.

I never wove a casement cloth for
my imaginary house in the 1950s, but
now, 40 years later, it seemed like an
interesting project to try such a cloth
using a 1950s style. This fabric is the
result: thick and thin cottons with me-
tallic and shiny accent thread, and the
surprise element of an Italian novelty
fashion yarn which substitutes for the
ostrich plumes I couldn’t bear to use.

Lightness is achieved by the use of
two different weights of yarn in the
warp and by skipping dents in the
reed to space sections of the warp.
Though the fabric appears all white,
alternate white and off-white warp
threads add richness, while the metal-
lic adds subtle sparkle and depth.
Two novelty yarns alternate in bands
of weft texture, which are empha-
sized by using a 1/3 twill for those
picks alone. This is a very simple fab-
ric; I encourage you to experiment
with your own sense of design in
combining textures and colors. It's
fun!

Constance LaLena is a Grand Junction, Col-
orado, weaver who, if she hadn't veered off
into weaving, might have become an archi-
tect.
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Beginning in the 1940s, Else
Regensteiner was in partnership
for ten years with Julia Vicker
Julia, left, and Else, right, are
shown here with some of their
custom fabrics. 1956.

PROFILE

Else
Regensteiner

Interview by Louise Bradley

Text by Ann Walker Budd

raised in Munich, Germany. Like all

German girls in the early years of the
century, she was exposed to sewing, crochet-
ing, embroidery, tatting, and other textile
crafts through the public school system. But,
Else had little interest in textiles and even
complained of eye trouble in the hope that a
doctor would excuse her from these classes.
After she graduated from high school, she
worked in her father’s law firm and later
went back to school for a degree in education.

In 1936, Else and her husband immigrated
to the United States to escape Nazi rule. They
settled in Chicago to be near Else’s mother
and stepfather, who had immigrated there
the previous year.

In her attempts to find part-time work (she
had a young daughter to care for), Else stum-
bled into an apprenticeship with Marli Ehr-
man in the Weaving Departmentat the School
of Design (which later became the Institute of
Design) in Chicago. Else was reluctant to take
the position because she knew nothing of
weaving. She learned quickly, however, and
the position led to a lifetime of weaving and
teaching, and three weaving books: The Art of
Weaving; Weaver's Study Course, Ideas and Tech-
niques; and Geometric Design in Weaving.

The School of Design had been founded by
Laszlo Moholy-Nagy in an attempt to bring
the German Bauhaus principles to the United
States. The school taught creative design for
industry and function. Students were ex-
posed to techniques and were taught to be
free and creative in their designs while keep-
ing a functional perspective. Beauty, func-
tion, and suitability for mass production were

E LSE REGENSTEINER WAS born and

the most valued characteristics, and were the
qualities that Else learned through her ap-
prenticeship.

Else remained at the Institute of Design
until 1945. She learned to weave, did produc-
tion weaving and designing for commissions,
and eventually taught classes herself at the
school. She also started a ten-year partner-
ship with Julia McVicker and opened a studio
named Reg/Wick Handwoven Originals,
where they produced custom fabrics for ar-
chitects and interior designers. Else wove
“what was needed or what was asked for”,!
but she felt the most satisfaction and chal-
Ienge from weaving a piece for a specific
purpose, be it for a special room or an exhibi-
tion.

From 1945 to 1971, Else taught at the Art
Institute of Chicago. When she arrived, the
weaving department was small and consid-
ered a lesser art than painting or sculpture.
Through vision and a commitment to excel-
lence, Else developed the weaving program
into one of the best in the country.

Else’s teaching was based largely on the
Bauhaus principles she had learned at the
School of Design. “Approach it from a tech-
nical point of view first,” she advised, and
added, “A creative approach can be very well
paired with a practical and technical ap-
proach. For instance, a warp has tobe wound,
but that warp does not have to be boring.”
Color combinations could be inspired by na-
ture, art, or anything else that stimulated the
senses. Else practiced her belief that “the
teacher has a responsibility to teach in the
best way one can. The student pays a lot of
money to go to school, and it is the obligation
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of the teacher to give him as much knowledge
as possible.”> A teacher fails by leaving the
students alone to “do their own thing”

Else also devoted much of her time to
teaching workshops. Although she didn’t so-
licit the engagements herself, she never re-
fused if she was asked to share her knowl-
edge. Else found the workshops especially
rewarding because the students were so en-
thusiastic and so much could be accom-
plished in the informal, yet intense workshop
environment. “When you have a concen-
trated workshop of three to five days, the
people who come are dying to attend because
they have no other chance of learning what
you want to teach them. They are so enthusi-
asticand they want so much tolearn and they
pull out so much of you. Ican getintoa
week’s workshop practically the courseI give
in half a year.”* Recognizing that there was a
wealth of weaving knowledge around the
world, Else organized some of the first study
tours to foreign countries in the 1960s. She led
several three- to four-week trips to South
America, Scandinavia, and Eastern Europe,
where students learned some of the local cul-
ture and weaving techniques.

From 1972 to 1978, Else served as a consul-
tant to the American Farm School in Thes-
saloniki, Greece, to establish a weaving de-
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partment. She made seven three- to four-
week trips to Greece during those years to
teach weaving to girls from surrounding vil-
lages. Else’s goal was to keep the craft alive
in a time of “too many power looms and too
much copying.””

In addition to her accomplishments as a
teacher, Else made a significant contribution
to the weaving community by helping to pro-
mote weaving as a legitimate art. In 1960 she
collaborated with Meyric Rogers, the curator
of decorative arts at the Art Institute, to estab-
lish the Midwest Designer-Craftsmen. Their
intent was to give craftsmen recognition
through juried exhibitions and to “raise the
weaving standards to meet museum require-
ments.”” They selected the name “designer-
craftsmen” to signify that crafts (including
weaving) could be design and art, suitable for
museums—not merely old-fashioned, func-
tional items. Else felt that emphasizing the art
aspect of weaving would encourage weavers
to be more creative, more artistic.

Else also promoted weaving by helping to
establish the Handweavers Guild of Ameri-
ca’s Certificate of Excellence in Handweav-
ing. Sherecognized the importance of provid-
ing a credential for weavers, some proof of
their competence. Although Else encourages
artistic weaving, she doesn’t believe that a

Left, Reg/Wick upholstery fabric
woven in 1948; right, 1945 drapery
fabric designed by Else Regensteiner.
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TIME LINE
1952

Dorothy Liebes moves her
studio to East 66th Street
in New York City.

1953

Handcrafts, published
quarterly by Handcrafts,
Department of Trade and
Industry, Halifax, Nova
Scotia, commences
publication.

Marguerite Porter Davison,
author of A Handweaver's
Pattern Book, dies.

Forty-seven handweavers
are chosen for the
“Designer Craftsmen
U.S.A” exhibit sponsored
by the American
Craftsmen’s Educational
Council, opening at the
Brooklyn Museum.

About 200 people attend
the first weaving seminar
sponsored by the
Massachusetts Association
of Handicraft Groups held
at the Worcester Museum.

Byways in Handweaving by
Mary Meigs Atwater is
published.
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weaving must be artistic to be accepted, pro-
vided its construction and technique meet the
standard of excellence. “I believe if some-
thing is submitted as a piece of art, then it
should be judged as a piece of art. That's fine.
But if somebody submits a rug, which is per-
fectly well done—maybe not artistic or very
inspired—but beautifully done and bearable,
so you could live with it, they should pass.””
As for therejections, Else is adamant that they
be as constructive as possible. “I was insistent
that the applicants get explanations of why a
piece was rejected and that the criticism be
constructive. I would also then write a letter
to say that it was wonderful that you did all
that work for two years. It was a terrific effort
and concentration and it would be very good

if you would now go on to the next step and

maybe be accepted next time. You don’t say,
‘All right. You're not accepted and you're
out. That would crush a person forever.”®
Else still weaves at her home studio in
Chicago, where she keeps a number of looms
and is making use of her decades-old supply
of yarns. Reflecting on all that she has accom-
plished in the last 50 years, she is matter-of-
fact: “Things have come to me. I've never

said, ‘I want to do this or that. Things just
happened.”® For Else, the most wonderful
part of weaving has been the opportunity to
travel and meet so many people. She is in-
debted to other generous and cooperative
weavers who supplied samples or photo-
graphs of their work to help illustrate her
books and to show her new techniques. For
the rest of the weaving community, Else’s
most memorable achievements have been her
enthusiastic teaching and her efforts to bring
modern weaving out of the home and into
museums. %

Sources

1. Taped interview with Louise Bradley, Sep-
tember 8, 1989.

2. “SS&D Interview' Else Regensteiner”,
Shuttle, Spindle & Dyepot, Vol. 10, No. 2
(Spring 1979).

3. Ibid.

4. Ibid.

5. Bradley interview.

6. Ibid.

7 SS&D.

8. Ibid.

9. Bradley interview.

American weavers during the
late forties and fifties were in-
fluenced by European design,
both by craftsmen who came
to this country during and
after World War Il and by
American weavers who went
abroad to study after the war
on such programs as Ful-
bright Scholarships. Particu-
larly compelling to the Ameri-
can audience were the clean,
crisp designs of Scandinavia
that fit so well with
“modern” interior design.
This Black, White, and Red
Shawl woven by Janice Jones
was inspired by a curtain fab-
ric which appeared in Mod-
ern Danish Textiles, pub-
lished in 1957. Designed by
Nana and Jorgen Ditzel, the
original fabric was mass-
produced. Complete instruc-
tions are in the Instruction
Supplement. Yarns courtesy
of JaggerSpun. Accessories
courtesy of Gallery East.
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Selected Collections of
Twentieth-Century
American Textiles ...

American Craft Museum, 40 W. 53rd St.,
New York, NY 10019. (212) 956-3535. Twenti-
eth-century American crafts, including fiber
arts. Portfolios of current craftsmen; library
open to American Crafts Council members.

American River College Library Textile
Collection, 4700 College Oak Dr., Sacra-
mento, CA 95841. (916) 484-8456. Large col-
lection of twentieth-century and older textiles
compiled by the Sacramento Weavers and
Spinners Guild includes many swatch and
sample books available through interlibrary
loan. Collection includes works by Dorothy
Liebes, Mama Valborg Gravander, Lea P Van
Miller, and Polly Yori. Items may be examined
on premises by appointment. Extensive list-
ing of holdings available for $4 plus $1 post-
age/handling.

The Art Institute of Chicago, Michigan
Ave. at Adams St., Chicago, IL 60603. (312)
443-3696. The Department of Textiles con-
tains a large collection of textiles from around
the world dating from the third century to the
twentieth century. Includes twentieth-cen-
tury woven fabrics, printed fabrics, and nee-
dlework from the United States. Over 26,000
swatches of woven and printed fabrics are
available for study. A small, but comprehen-
sive library focusing on textile history and
textile arts around the world is open by ap-
pointment from 10:30 to 4:30 Monday
through Friday.

Bateman Sample Collection, PO Box 52,
Freeland, WA 98249. (206) 321-4258. Circulat-
ing notebooks of samples woven by Dr. Wil-
liam G. Bateman, compiled by Louise Ziegler
and Virginia Harvey. Identical set of samples
at the University of Montana in Missoula
(noncirculating).

Biltmore Homespun Shops, Grovewood
Rd., Asheville, NC 28804. (704) 253-7651. Fea-
tures equipment and other items relating to
handspinning and handweaving from the
1520s.

Busch-Reisinger Museum at Harvard
University, 29 Kirkland St., Cambridge, MA
02138. (617) 495-2338. Houses an important
collection of Bauhaus fabrics as well as class

notes, student exercises, and pamphlets re-
lated to the work of the Bauhaus school. There
are about one hundred large weavings and
several hundred smaller samples of woven
and printed designs, including work by Anni
Albers and Gunta 5t6lzl. Also houses textiles
from the Wiener Werkstaetten. The textiles
are not on exhibit, but are easily accessible to
researchers.

Charles River Museum of Industry, 154
Moody St., Waltham, MA 02154. (617) 893-
5410. Collections concentrate on the textile
industry.

Cooper-Hewitt Museum, 2 E. 91st St.,
New York, NY 10128. (212) 860-6868. The
Smithsonian Institution’s national museum
of design; includes textiles and decorative
arts. The collection provides excellent cover-
age of American textiles from the eighteenth
century to the present, including works by
Anni Albers. Publiclibrary, interlibraryloans.

Craft and Folk Art Museum, 5814 Wil-
shire Blvd., Los Angeles, CA 90036. (213) 937-
5544. Collections include twentieth-century
crafts.

Cranbrook Academy of Art/Museum, 500
Lone Pine Rd., Bloomfield Hills, MI 48103.
(313) 644-1600. Contains about 50 pieces of
American fabrics designed and made at the
Cranbrook Academy chiefly during the sec-
ond quarter of the twentieth century. Works
include carpets and wall hangings woven by
Eliel and Loja Saarinen, and a small number
of upholstery and casement lengths woven
by Marianne Strengell.

Elizabeth Sage Historic Costume Collec-
tion, Wylie Hall 203, Indiana University,
Bloomington, IN 47405. (812) 855-4627 /5223.
American and Western European fashions
and accessories from the nineteenth and
twentieth centuries.

Fashion Institute of Technology, 7th Ave.
at 27th St., New York, NY 10001. (212) 760-
7970. Clothing fashions from the seventeenth
century to the present, antique and contem-
porary textiles, including millions of fabric
swatches.

Folk Art Center, Southern Highland

TIME LINE

1954

A bulletin for weavers,
“Modern Weaver” is
published by Nilus
Leclerg, Inc., Lisletville,
Quebec. Technical editor
is S.A. Zielinski; managing
editor is Robert Leclerc.
Subscription is $3.00 a
year.

Exhibition of Canadian
Hand Weaving by London
District Weavers, London,
Ontario. Judges: Miss
Karen Bulow, Montreal;
Mrs. Helen Keeler, Blair,
Ontario; Mrs. E.J. Day,
Watford, Ontario.

Kate Van Cleve offers
summer classes in
beginning and advanced
weaving techniques at her
Garden Studio in
Brookline, Massachusetts.

The Talbot Weavers of
Philadelphia (orginally of
Providence, Rhode Island)
celebrate 50 years of
producing church textiles.

Harriet Tidball's
“double-warp weaving”
technique is featured in
the fall 1954 issue of
Handweaver & Craftsman.

Marianne Strengell,
director of the weaving
department of Cranbrook,
juries the entries to the
12th “International Textile
Exhibition” held at the
Woman'’s College of the
University of North
Carolina, Greensboro.
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TIME LINE
1955

lowa State College Press
publishes Contemporary
Handweaving by Ruth
Overman and Lula Smith.

Crown Publishers, Inc.,
New York, publishes Lili
Blumenau's The Art and
Craft of Hand Weaving.

More than 1000 attend the
opening day of the New
England Craft Show at the
Worcester, Massachusetts,
Art Museum.

The third Annual
Conference of California
Handweavers is held at
the Art Centerin
Richmond, April 30 and
May 1.

Handicraft Guild, PO Box 9545, Asheville,
NC 28815. (704) 298-7928. Craft school, tours,
exhibits, emphasis on folk arts. Exhibitions of
contemporary crafts, including fiber art.

Goldie Paley Gallery, Moore College of
Art and Design, 20th and Parkway, Philadel-
phia, PA 19103. (215) 568-4515. Decorative
arts and textiles.

Goldstein Gallery, University of Minne-
sota, 250 McNeal Hall, Dept. of Design, Hous-
ing & Apparel, 1985 Buford Ave., St. Paul, MN
55108. (612) 624-7434. Costumes, textiles, and
decorative arts, including twentieth-century
designer garments.

Handweavers Guild of America, 120
Mountain Ave., B101, Bloomfield, CT 06002.
Traveling slide and sample collections for
rent to members, historical and contempo-
rary handweaving, and other fiber arts. Tex-
tile kits include samples by Bertha Hayes,
Josephine Estes, and William Bateman.

Helen Allen Textile Collection, Univer-
sity of Wisconsin, 1300 Linden Dr., Madison,
WI 53706. (608) 262-1162. Collections empha-
size the history of textiles from the first cen-
tury AD. to the present, including contempo-
rary fiber art and interior fabrics. Collection
and samples of Helen Allen, who taught
weaving and textile history at the university
for 41 years, until her death in 1968. Also,
WPA textiles from the 1930s. Noncirculating
library of 5000 volumes; collections accessible
via video-disk screening system.

Henry Art Gallery of the University of
Washington, DE-15, Seattle, WA 98195. (206)
543-2281 (gallery office) or 543-1739 (textile
collection). Textile collection includes 15,000
items, with an emphasis on ethnic and west-
ern dress. Includes the Harriet Tidball collec-
tion of ethnic textiles, books, Shuttle-Craft
bulletins and monographs, and thousands of
Tidball’'s handwoven samples and drafts,
filed according to her own weave classifica-
tion system. Also, textile swatches by Hella
Skowronski, American weaver who special-
ized in leno, doup leno, and sprang. Collec-
tions accessible by appointment; contact Judy
Sourakli, Curator of Collections.

Indianapolis Museum of Art, 1200 West
38th St., Indianapolis, IN 46208. (317) 923-
1331. Collection includes textiles from an-
cient Peru to contemporary women'’s haute-
couture costumes by name designers. Em-
phasis is on oriental and European fabrics.

The Little Loomhouse, Lou Tate Founda-
tion, PO Box 9124, 328 Kenwood Hill Rd.,
Louisville, KY 40209. (502) 367-4792. Cover-
lets, drafts, and other textiles from the collec-
tion of Louisa Tate Bausman. Classes, exhib-
its, and sales of contemporary handweaving.

The Metropolitan Museum of Art, 5th
Ave. at 82nd St., New York, NY 10028. (212)
879-5500. Collections include modern Amer-
ican textiles and costumes.

Mission Mill Museum Association, 1313
Mill St., SE, Salem, OR 97301. (503) 585-7012.
Textile machinery and artifacts; textiles, 1889-
1962, with an emphasis on industrial textile
production. Museum sponsors sheep-to-
shawl and quilt and textile festivals.

Museum of American Folk Art, 61 W.
62nd St., 2 Lincoln Square, New York, NY
10023. (212) 977-7170. Collections include
American textiles from the eighteenth
through the twentieth centuries. Library, gal-
leries, traveling exhibits.

Museum of American Textile History, 800
Massachusetts Ave.,, N Andover, MA 01845.
(617) 686-0191. Equipment and textiles from
the seventeenth century to the present, with
an emphasis on American industrial textile
production. Millions of fabric swatches,
12,000-volume noncirculating library, collec-
tions accessible by appointment. Numerous
fabrics and samples from the twentieth cen-
tury, contemporary textiles, and handweav-
ing.

gMuseum of Contemporary Crafts, 29
West 53rd St., New York, NY 10019. (212)
977-8989. Representative works from leading
figures in the art-fabric movement including
Lili Blumenau, Rubin Eshkanian, Mildred
Fischer, Trude Guermonprez, Ted Hallman,
Sheila Hicks, Mariska Karasz, Glen Kaufman,
Jack Lenor Larsen, Dorothy Liebes, Alice Par-
rott, Mary Walker Phillips, Lenore Tawney,
Claire Zeisler, and Nell Znamierowski. Craft
library and traveling slide collections.

Museum of Modern Art, 11 West 53rd 5St.,
New York, NY 10019. (212) 956-6100. A small,
but unique collection from the Bauhaus, Wie-
ner Werkstaetten, and contemporary wall
hangings. Includes works by Anni Albers,
Gunta Stolzl, Lenore Tawney, Sheila Hicks,
Mary Walker Phillips, Thelma Becherer, War-
ren Platner, Lily Hoffmann, Dora Jung, Claire
Kosterlitz, and William Morris. Textiles can
be examined in the Study Center, which is
open by appointment.

Museum of Vintage Fashion, 1712 Chap-
paral Ln., Lafayette, CA 94549. (415) 944-
1896. Costumes and accessories, 1710-1960
(Victorian emphasis).

National Tobacco-Textile Museum, PO
Box 541, Danville, VA 24541. (804) 797-9437
Emphasis on industrial textiles, past to pres-
ent.

San Bernardino County Museum, 2024
Orange Tree Ln., Redlands, CA 92374. (714)
798-8570. The Mary Meigs Atwater Textile
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Collection consisting of Atwater’s ethnic col-
lections, personal library, extensive books of
handwoven swatches, photos, and letters.
Plans to house works by Mary Snyder. All
materials accessible by appointment; copies
of photographs may be purchased. Contact
Ann Bethel, Historical Curator.

Scalamandre Museum of Textiles, 950
Third Ave., New York, NY 10022. (718) 361
8500. Historical and modern fabrics.

Smithsonian Institution, National Mu-
seum of History and Technology, 14th St. and
Constitution Ave., NW, Washington, DC
20560. (202) 381-5785. Division of Textiles in-
cludes vast collection of historic and modern
textiles, documents, and equipment.

The Textile Museum, 2320 S St.,, NW,
Washington, DC 20008. (202) 667-0441. His-
torical and modern textiles, worldwide, with
an emphasis on oriental rugs. Exhibitions of
contemporary fiber arts. Public library; col-
lections accessible by appointment.

Thousand Islands Craft School and Tex-
tile Museum, 314 John St., Clayton, NY

13624. (315) 686-4123. Emphasis on twenti-
eth-century American handwoven fabrics.
Fabric samples, drafts, and instructions from
the collections of Berta Frey, Mary Atwater,
Emily Belding, Marjorie Ruth Ross, Harriet
Tidball, Osma Gallinger Tod, Myra Young. A
future permanent exhibit, “Woven Bridges:

Contributions of the Grand Dames of 20th

Century American Handweaving”, will fea-
ture the work of these weavers. Classes, li-
brary, craft sales.

Valentine Museum—Textile Center, 1015
East Clay St., Richmond, VA 23219. (703) 649-
0711. Houses a large collection of costumes
and textiles made or used in the United States
since the eighteenth century, as well as textile
and sewing equipment. The collection in-
cludes work by William Morris.

This list of twentieth-century American textile
collections is by no means complete. If you know
the whereabouts of other collections, let us know
and we'll add them to our list. Copies will be
available upon request—just send a long self-ad-
dressed, stamped envelope. <

Oldies But Goodies
by ane Patrick

I'm always surprised and pleased at
how many weaving books come on the
market each year. While I always welcome
a new, exciting addition to my weaving
library, I cling faithfully to a few old favor-
ites. It's hard to improve on these classics,
and I bet you probably have most of these
titles in your library, too.

The first book I purchased when I

started weaving was Mary E. Black’s New
Key to Weaving (Macmillan), first pub-
lished in 1949. It’s still hard to beat for
good, solid information about weave
structures, and I find myself pulling it from
the shelf when I need a quick refresher
course.
Marguerite Porter Davison’s A
Handweaver’s Pattern Book (Marguerite P.
Davison) is another well-worn volume in
my library, and it is probably the other
essential title in every weaver’s library.
Published in 1944, that it's now in its 26th
printing is testament to its popularity.
While I use this book primarily for inspira-
tion and as a resource for draft designs, I
find the accompanying text informative
and good reading,.

Mary Atwater published her Shuttle-
Craft Guild bulletins herself, but she
sought out another publisher for her book
The Shuttle-Craft Book of American Hand-
Weaving, published in 1928. It was repub-
lished in an unabridged edition in 1986 by
Shuttle-Craft Books (HTH Publishers).
Mary Atwater writes well, and the main

pleasure I derive from this old favorite is
reading what Mary Atwater had on her
mind to tell her reader. She provides good,
solid information on weaving and weave
structures as well. The threadings (sans
tie-ups and treadlings—Mary Atwater
didn’t find them necessary) of early Amer-
ican overshot weaves and summer & win-
ter designs alone are worth the price of this
volume. (Drafts and drawdowns for this
book have been input on disk for Commo-
dore computers by Charles Lermond,
14301 State Rt. 58, Oberlin, Ohio 44074.
Program and disk are $125; the disk only is
$75; the manuscript is $40.) As I was look-
ing through this volume recently, I was
delighted to find two photos of crafts-
women innocuously captioned “A mod-
ern weaver at an ancient loom” and “A
mountain woman at a colonial flax-
wheel”. Both look suspiciously like the au-
thor—Mary Atwater’s idea of a bit of fun,
I suspect.

Byways in Handweaving (Shuttle-Craft
Books), another book by Mary Atwater,
has not been surpassed as a resource on
card and inkle weaving, twining, and other
belt weaves. The information about these
techniques was all gleaned from her own
research and observations at a time when
there were no other resources to rely on—
what she worked out for herself is impres-
sive indeed.

Berta Frey’s prolific writings are found
in Handweaver and Craftsman, the Lily
Mills” pamphlets, and her own books. One
volume, Designing and Drafting for Hand-
weavers, first published in 1928 by Macmil-
lan and now published by Collier Books, a

division of Macmillan, is still a reliable
manual and one I found helpful in under-
standing drafting when I was a new
weaver.

A Handbook of Weaves (often referred to
as “Oelsner and Dale”) by G.H. Oelsner
was translated into English from the orig-
inal German by Samuel S. Dale and pub-
lished in 1915 by Macmillan. The Dover
reprint was published in 1952. I was in-
trigued with this book when I first picked
it up at my weaving shop—and still am
whenever I leaf through its pages. The
weaves are a bit techy for someone who
likes plain weave and twill, but there’s
great stuff here for the weaver who loves
designing complex weaves. An appraisal
in the Spring 1951 issue of Handweaver and
Craftsman is just as apropos today as it was
forty years ago: “Oelsner’s book is as im-
portant for handweavers as for textile
manufacturers, designers, and stylists
who want to save hours of time in
designing of fabrics. . .. Acopy of this book
will save hours of research for the weaver
who is interested in developing new cloth
effects and using his materials to best ad-
vantage.”

The list of oldies but goodies is much
longer than there’s space to list here. I
think, though, that if you pull some of
these classics off the shelf and reacquaint
yourself with them, you're bound to find
little nuggets of helpful information
you've long forgotten. Unlike weavers in
the 1920s, we're so fortunate to have access
to information right at our fingertips—and
lucky that our weaving forebears made the
effort to collect, write, and publish.
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Mary Snyder in her studio,
1940s.

PROFILE

Mary Snyder

Interview by Louise Bradley

Text by Ann Walker Budd

and even in high school, knew that I

wanted to have a crafts shop someday.
From the moment my crafts teacher intro-
duced me to weaving, I knew that was all I
wanted to do, much to my family’s dismay.

My crafts teacher in high school had a
single notebook of patterns which I finished
in no time. Mostly I learned by experiment-
ing. Alittle later Imanaged to get a used copy
of Edward Worst’s book, Weaving on Foot-
Powered Looms, which was a bit over my head,
but through trial and error I taught myself to
weave. I said then, and I still say, what one
weaver has done, another can do. It’s just a
matter of figuring it out.

My first loom was a 45" Reed loom that I
bought secondhand for $50 and paid for in
monthly installments of $5. Every day I told
the loom, “You've got to earn your living,”
and it always did.

Right after high school, I wove room-sized
rugs for an interior decorator in Pasadena.
Because my loom was only 45" wide, I had to
sew several strips together to get the desired
widths. I also had to teach myself to dye in
order to get the colors I wanted.

As time went on, I became more and more
involved with the interior designers and
worked on decorating new houses. Each
house was a special order, and the materials
had to be specially dyed. Some of the living
rooms took a hundred yards of drapery ma-
terial.

During the 1930s, I also wove table linens
that were distributed across the country for
wholesale by a very good sales agent. This
turned into an enormous commitment, and I
stayed busy sixteen hours a day, seven days
a week, twelve months a year. Each day I
wove about thirty-six placemats for a total of
one to two thousand pieces a month.

By this time I was in full production with
45 looms, each with 100- to 200-yard-long

I WAS ALWAYS interested in handcrafts

warps. I had six people helping me, but I did
most of the weaving myself. Each loom had
extra warp beams and harnesses so while I
was weaving, one of my assistants could set
up the next warp, which could be inserted
later. Thad another assistant who washed and
ironed all of the pieces. One woman was
responsible just for hand hemming each
piece.

I made a good living with the table linens.
There was little competition and the yarns
were not expensive. Perfectly wonderful lin-
ens were only $1.95 and $2.95 per pound, and
I could sell a sixteen-piece set of eight table
mats and eight napkins for $50.

In the early 1940s, I gave up my linen
business almost overnight in favor of skirts
and stoles. I found the skirts and stoles much
more exciting to weave. In no time [ was very,
very busy selling to boutiques and big de-
partment stores such as Neiman-Marcus.

In the 1950s, I decided to pass on my
knowledge and started teaching through the
adult education program in Pasadena, Cali-
fornia. The workshops were very popular,
and by 1958 I was traveling all across the
country to teach at schools, guilds, and study
groups.

For the next ten years, until 1968, I was on
the road from March to December, teaching
workshops and lectures. I drove 17,000 to
18,000 miles each year on these excursions. [
would return to California for the remaining
three months of the year, where I would give
as many as four five-day workshops a month
and prepare for the next nine-month trip by
setting up engagements, planning new work-
shops and lectures, and compiling handouts.

In 1967, I had the most wonderful oppor-
tunity to teach at the University of Kansas in
Wichita. The head of the weaving department
broke her ankle and I was asked to fill her
place. Because I didn’t continue with my for-
mal education after high school, this was an
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exciting challenge for me to instruct at a uni-
versity. While I was there, the woman head-
ing the design department asked me if I
wouldn’t like a college degree. Up to that
point, I hadn’t given it much thought. A few
days later, she handed me a slip of paper and
said I had been enrolled in the fine arts pro-
gram at the University of Kansas.

I was 62 the following fall when I started
my college education. I started the first se-
mester as a freshman, was a sophomore dur-
ing the second semester, and graduated after
the third semester. It took me another year to
get my master’s degree. Of course I was able
to get through it so quickly because I was
given quite a bit of credit for all my years of
teaching and writing. It was a wonderful op-
portunity to go to school as an adult. There is
so much to learn that seems to be lost on the
young.

After receiving my master’s degree, I con-
tinued to teach weaving classes from Septem-
ber to May at the University of Kansas and to
teach workshops and lecture during the sum-
mers.

From 1964 to 1976, I was also head of the
weaving department at Chautauqua, New
York, and taught classes during July and Au-
gust. From 1972 to 1976, I also taught a month
of summer school at the Banff School of Fine
Arts in Banff, Alberta, Canada. It was a very

busy schedule: teaching at the University of
Kansas from September to May, then summer
school in Banff in June, and Chautauqua in
July and August.

In 1976, I was asked to develop a year-
round weaving program at the Banff School
of Fine Arts, which forced me to give up
teaching at Chautauqua and Wichita. I taught
at Banff for five years.

In 1980, I moved to Oceanside, California,
and was able to take an active role in several
of the local guilds. I am now extremely inter-
ested in preserving the weavings, articles,
monographs, and books by all of the wonder-
ful weavers such as Mary Atwater who par-
ticipated in the weaving revival during the
1920s, thirties, and forties. These collections
are so valuable. They must be protected and
organized in depositories where they will be
available to all weavers.

I feel very fortunate to have found exactly
what I wanted to do at such an early age, and
then tohave beenabletodoit. It's the ultimate
experience to be able to make a living doing
the things you love to do. I feel privileged to

2

be a handweaver.

Today Mary Snyder makes her home in Oceanside,
California. She is active in local guilds, preserving
textiles, teaching, and writing.

This placemat and napkin set was part of Mary Snyder’s production line in the 1940s during the period when
her studio cranked out more than 1000 placemats in a single month. Despite the pressures of deadlines, Mary
found time to develop this attractive design with a discontinuous weft along the lower border.

TIME LINE

1956

The English version of
Malin Selander’s Weaving
Patterns From Sweden is
available in the U.S.

The Museum of Modemn
Art hosts “Textiles USA”
This is the museum’s first
major exhibition devoted
entirely to American
textiles.

The Museum of
Contemporary Crafts
opens in New York City in
April.

“Craftsmanship in a
Changing World" exhibit
opens at the Museum of
Contemporary Crafts.
Among the exhibitors are
Mark Adams, Trude
Guermonprez, Hal Painter,
Ida Grae, Maria Kipp,
Martha Pollack, Ed
Rossbach, Kay Sekimachi,
Anni Albers, Else
Regensteiner, Lenore
Tawney, Ralph Higby, and
Lili Blumenau.

Black Mountain College
closes.

Jack Lenor Larsen'’s fabrics
are exhibited at the M.H.
de Young Memorial
Museum, San Francisco.

The New York Guild of
Handweavers invitational
show is held at the Cooper
Union Museum of Arts of
Decoration in observance
of the Guild’s 15th

anniversary.
)
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Mary Pendleton in her first
shop in Dayton, Ohio. 1952.

PROFILE

Mary
Pendleton

Interview by Jane Patrick

Text by Katy Bright Banks

was living in Dayton, Ohio, and when my

husband came back from overseas, we
went to Gatlinburg, Tennessee, on a little trip.
My husband was a wood-carver, and we
hiked through the Smoky Mountains talking
to other wood-carvers. Many of the women
we met there were weavers. They worked on
very crude looms and said that there was
nothing to it so, we found some plans for a
loom and had one of the mountaineer women
hand-tie the heddles for me. When we got
back to Dayton, my husband made me a
loom, and I taught myself how to weave. We
threw out the dining room table in our little
apartment, and I put up my loom, and from
then on we ate on a card table.

I got to the point where I wanted to do
things on my own and not just copy ideas out
of books, so I went off to New York City for
two weeks to study with Lili Blumenau. That
was whenIlearned to usearaddle, and it was
my first experience with using novelty yarns
in the warp.

When I returned from New York, I did a
weaving demonstration at the Montgomery
County Fair in Dayton. People began to ask
me if I would teach weaving, so I decided I
could probably teach simple two-harness
weaving. My husband made a few two-har-
ness looms, and the students came to our
home. They liked the looms so well they
bought them, and then my husband had to
make more looms for the next group of stu-
dents. That’s how we ended up in the loom
business.

Then in 1952, I went to Cranbrook for a
summer. I had gone to study with Marianne
Strengall, but as it turned out, she wasn't
there that summer. I was very disappointed,

I GOT INVOLVED in weaving in 1946. I

but she did spend some time with me later
critiquing all the fabrics I had woven.

I returned to Dayton with hundreds of
samples. I had been working for an advertis-
ing agency as a secretary, bookkeeper, and
office manager, and I stayed on at the agency
part-time while I opened a weaving shop and
studio. I sold Leclerc and Gilmore looms, and
my husband continued to build looms for
sale. I also taught and had guest instructors
come in and do workshops. That’s how I got
to know Mrs. Atwater.

Mrs. Atwater is one of the most unforget-
table people I ever met. She knew how to tell
stories and how to embellish them. When she
visited, we stayed up until two and three
o’clock in the morning talking, and when she
left, there would be dozens of whodunit
books stacked in her room. She wrote mys-
tery stories and considered herseif a writer as
well as a weaver. She carried a gun with her
all the time; she evidently felt that she needed
to protect herself, I don’t know from what.

A woman came to my studio while Mrs.
Atwater was there to teach a workshop. She
talked about an antique loom she had found
and went on and on about how fabulous it
was. Finally she asked Mrs. Atwater what she
thought about her antique loom, and Mrs.
Atwater said, “I'd use it for kindling,” and
turned around and walked away.

Another time, one of the students in a
workshop had worked especially hard on her
sample that morning. As always, when ev-
eryone went to lunch, Mrs. Atwater went
around and looked at all the work. When she
came to this student’s loom she took out her
little scissors and cut out all the weft. The
student was practically in tears when she
returned to her loom, but Mrs. Atwater
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wouldn’t let a mistake go home with anyone.

In 1958, we decided to move to Sedona,
Arizona, and opened our shop here. In the
sixties, | began to hold the Pendléton Artsand
Crafts Show on the Fourth of July weekend,
the same weekend as the big powwow in
Flagstaff. At one of these shows, a man from
Fife Fabrics in Illinois saw my fabrics and
asked ifI'd like to design for amill. They liked
my designs and I worked closely by tele-
phone with the head of the loom room for a
while. That was the first really big money I
made from my designs.

In 1968, I started calling my studio the
Pendleton Fabric Craft School and invited
guest instructors in. I'm still doing that and
have had thousands of students from all
over—]Japan, France, New Zealand, Canada,
and Norway.

Weaving has changed quite a bit over the
years. Back in the early days, it was popular
to use 20/2 cotton in a 15-dent reed, two per
dent. Gradually things got coarser and
coarser, almost to the other extreme. And in
the fifties and sixties, the only thing accepted
in shows was a three-yard length of fabric.
You couldn’t enter a finished garment. I still
have dozens of yardages that represent the

story of my life—when I look at them, I re-
member when I did each one and what show
I'sent it to.

Dorothy Liebes made a tremendous im-
pact on weaving when she came out with
window blinds woven with sticks—people
started using natural materials. Size became
important in the late sixties, as illustrated in
Jack Lenor Larsen’s book, Beyond Craft. While
I didn’t particularly like that style, I realized
later that people have to continually try new
things so that we can progress as weavers.

Alot of people ask me how to be successful
at making a living from weaving. It’s a diffi-
cult craft to make a living from; part of my
success has been due to the fact that I've been
involved in all aspects of weaving—produc-
tion, selling, teaching, making supplies, and
selling consignment items. It's not a business
that makes a lot of money, but have had a lot
of fun with it. The business made it possible
for me to meet the most wonderful and inter-
esting people. %

Mary Pendleton can be found most days at her
weaving store, The Pendleton Shop, in Sedona, Ari-
zZona.

Some of Mary Pendleton’s
yardage woven for exhibi-
tion in the 1940s.
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TIME LINE

1957

Anni Albers speaks at the
First Annual Conference of
American Craftsmen at
Asilomar, Pacific Grove,
California.

Ethel Henderson and
Mary Sandin are part of
the summer teaching staff
at the Banff School of Fine
Arts.

Bill H.R. 3541 is
introduced in Congress to
“provide for the
establishment of a Federal
Advisory Commission on
the Arts.”

The Mary Meigs Atwater
Recipe Book—nPatterns for
Handweavers is published
by Wheelwright
Lithographing Co.

An exhibit of the late
Marguerite P. Davison'’s
heirloom linens is held at
the Arts and Crafts Society
of Portland, Oregon,
headquarters.

1958

The Southern California
Handweavers’ Guild
weaving conference is
held in Long Beach, March
22-23.

Eureka Yarn Company,
New York City, celebrates
its tenth anniversary.

The Contemporary Danish
Design in Textiles and
Furniture exhibition is
held at the M.H. de Young
Memorial Museum in San
Francisco.

The fifth annual
Handweavers Conference
is held at the University of
Kansas, Lawrence. Else
Regensteiner is a featured
speaker.
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Russell Groff (at the loom) with
Frederick Brown at Robin &
Russ Handweavers, 1955.

PROFILE

Russell Groff

Interview by Jane Patrick

Text by Katy Bright Banks

Army. While I was stationed in Alabama

during World War II, I came down with
rheumatic fever. I was confined to a hospital
bed for eleven months, and when 1 was fi-
nally due to get out of bed, they told me they
were going to teach me to walk again by
weaving. So they put me in a wheelchair, took
me down to the craft shop, and I wove a
bathmat that first day.

I GOT INTO WEAVING thanks to the

After I got back on my feet, I was assigned
there at the Army hospital as a company
clerk. I was put in charge of the craft shop, so
I had access to a loom almost every day and
was able to do a lot of weaving.

When I got out of the service I went to
Santa Barbara, California, to go to college. I
wanted to do more weaving, so I bought a
loom and then took a weaving class. I got so
interested in weaving that I went to the adult

This “Folk Dance Polka” swatch woven by Russell Groff appeared in the October 1959 issue of Drafts and
Designs, published by Robin & Russ Handweavers. Many of these swatches were collected in Russell’s book,
200 Patterns for Multiple Harness Looms: 5 to 12 Harness Patterns for Handweavers.
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education department in Santa Barbara and
asked them if they would like to have me
teach a weaving class. They had no equip-
ment but they said if I could furnish the
equipment, I could teach the class. It took
about a year, but I scrounged up 20 looms and
started teaching in adult education two
nights a week. I taught that class for about 14
years.

I can remember in our small apartment,
the living room was devoted to weaving.
There were threads piled in boxes every-
where and even hanging on the walls. People
began to come there to buy threads from me
and to see what I was doing. I began selling
finished woven fabrics and even a few looms,
as well.

When I graduated from college, Thad $200,
and it was either teach or start a business, so
I took the $200 and rented a store and started
my weaving business, Robin and Russ Hand-
weavers.

The Southern California Handweavers’
Guild was always a fairly large guild and 1
joined that and became cochairman of one of
the first Southern California Handweavers’
Conferences, attracting about 350 attendees.
One of the speakers at that conference was
Oscar Knopf, a retired marine from Oregon.
Dorothea Hulse was there, the weaver who
wove the robe for the movie, The Robe.

In Three Rivers, California, there was a
place called the Loom Room on a ranch just
outside of town. The Loom Room is no longer
in existence but it was a place where many
weavers got started in the Three Rivers and
Visalia area. Even today the Visalia Guild is
one of the most active as a result of the Loom
Room and all the people who were taught to
weave there.

At that time there were two looms being
made in the Los Angeles area—the Binder
loom and the Burnham loom. The Burnhams
also sold thread and were the supply source
for the first silks I ever wove with.

In the late fifties, I was very active as a
commercial weaver. I sold my handwoven
skirts and stoles at the Kentucky Shop in
Santa Barbara. I also talked I. Magnin into
buying my handwoven skirts.

At that time, Frederick Brown, a retired
power weaver was interested in weaving
with me. He was 70 years old when he came
to work with us, and he worked with us for
14 years until he passed away. With Frederick
gone, I realized that I couldn’t do all the
weaving by myself so I gradually started con-
verting to a supply house.

In 1961-62 I moved to McMinnville, Ore-

gon, because Santa Barbara was growing and.
getting too crowded. Right after I came to
McMinnville, I went on a handweaving tour
to England sponsored by Irma Robinson of
Seattle. Almost every year since then, I've
gone to England and other parts of Europe to
buy threads and supplies.

One of the most important boosts I had
was meeting Marguerite Davison. I went on
a bicycle trip in 1949 through Denmark, Nor-
way, and Sweden, and one of the women in
the group said her mother was an avid hand-
weaver in Philadelphia. When I got back to
the States, I had $20 to get back to Santa
Barbara, and I didn’t know how I was going;
todoit. I called the woman from Philadelphia
that had been on the trip, and her mother
invited me to stay with them for a few days.
While I was there, she introduced me to Mar-
guerite Davison. I mentioned that I had to
borrow some money from somewhere to get
back to California, so Marguerite arranged
for me to give a lecture to the Philadelphia
Weavers Guild and charge admission. Two
hundred people came to my lecture on Swe-
dish handweaving and paid $2 each—more
than enough to get me back to California.

During one trip, I visited Norwood Looms
in Baldwin, Michigan, and met Melvinna Mc-
Garr who started Warp and Weft. I wove sam-
ples for Warp and Weft for a couple years and
eventually I bought the publication from her.
I've been publishing Warp and Weft for 30-
some years. A few years after starting Warp
and Weft, I thought there was a need for a
newsletter for multiple-harness weavers as
well, so I started Drafts and Designs. I've been
publishing that now for 31 years.

I have certainly seen weaving grow over
the years. When I first started my business, I
can remember wishing I'd have a customer in
the shop that day, and many days there
weren’t any customers. Then the conferences
started in southern California and became
popular. When I moved to McMinnville, I
was president of the Portland Weavers Guild
for four years, and we eventually organized
the Association of Pacific Northwest Hand-
weavers with three guilds participating from
Spokane, Seattle, and Portland. Now there
are approximately 70 guilds that belong to
that particular association, and we’ve had a
conference every two years ever since that
first one in Portland in "63 or '64. <

Except when he’s traveling to Europe in search of
unusual yarns and books, Russell Groff spends most
days at his retail and mail-order business, Robin &
Russ Handweavers, in McMinnville, Oregon.

TIME LINE

1959

The Finnish tapestry
weaver Dora Jung is
featured in the Spring
issue of Handweaver &
Craftsmen.

Teaching at the Haystack
summer session are Jack
Lenor Larsen, Ted
Hallman, and Marie
Howell.

The textiles of Anni Albers
are displayed at the
Carnegie Institute of
Technology.

1960

The Walker Art Center's
Design Quarterly publishes
a special issue devoted to
American Handweaving;
guest editor is Virginia
Nagle. Weavers include, in
part, Anni Albers,
Hortense Amram, Lili
Blumenau, Berta Frey, Cay
Garrett, Ted Hallman, Else
Regensteiner, Ed
Rossbach, and Lenore
Tawney.

Handweaver & Craftsman
celebrates ten years of
publication.

Profiles of Dorothy Liebes,
Trude Guermonprez, Jack
Lenor Larsen, and Marli
Ehrman are included

in this issue.

Anni Albers: On Designing is
published by The
Pellango Press, New
Haven, Conneticut.

The “Designer-Craftsmen
U.S.A. opens at the
Museum of Contemporary
Crafts.

1961

The American Institute of
Architects awards Anni
Albers a gold medal for
her work.

1962

Lucy Morgan retires as
director of Penland School
of Handicrafts. Her
successor is Bill Brown.
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DESIGNING WAYS (continued from page 32)

of his will, the grace of heaven may
cause his work to blossom into art.
But proficiency of his craft is essen-
tial to every artist. Therein lies a
source of creative imagination.

1. Most graduates should be involved
primarily with industry and mass
production rather than individual
craftsmanship.

2. The distinction between “fine’” and

“applied” arts should be disre-
Under Gropius’s direction, the

Bauhaus teachers believed that spect for design of practical objects.

garded, instead they promoted a re-
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3. Hands on experience with materials
is essential to a student of design; stu-
dents learned about materials from
free play first and shop work second.
4. The designer or architect must func-
tion not as a decorator but as a vital
participant in the modern world.

The Bauhaus exhibition of 1923 gen-
erated much excitement among Ameri-
can artists. Before then, U.S. art students
had approached problems of design by
studying art of the Renaissance and an-
cient Greece. The Bauhaus appeared to
be the first school to tackle modern prob-
lems with a twentieth-century attitude.
Students were taught to “accept and an-
ticipate the needs of the twentieth cen-
tury, and to use all its resources, techni-
cal, scientific, intellectual and aesthetic,
to create an environment that would sat-
isfy man’s s;)iritual as well as his mate-
rial needs.”

When the Nazis closed the Bauhaus
in 1933 because of its leftist teachings,
many of its teachers and graduates
came to the United States and began
teaching here, suddenly making the
United States a stronghold of Bauhaus
ideas.

The Bauhaus idea is simply the func-
tional foundation of design, yet a recog-
nizable Bauhaus style based on the
cube, the rectangle, and the circle did
emerge. Bauhaus graduates introduced
the world to modern furniture, flat-
roofed architecture, and abstract paint-
ing. Seventy years later Bauhaus styles
still look modern to us; we still strive for
a holistic approach and a unity between
aesthetics and usefulness; and we still
consult the writings of Johannes Itten,
Josef and Anni Albers, and other
Bauhaus participants. <

SOURCES

1. Bayer, Herbert, Walter Gropius, and Ise
Gropius, editors. Bauhaus 1919-1928 (Bos-
ton: Charles T. Branford, 1959; first copy-
righted by The Museum of Modern Art,
New York, 1938), 10.

2. Naylor, Gillian. The Bauhaus Reassessed
(New York: Dutton, 1985), 20.

3.1bid,, 15.

4. Bayer, 13.

5. Naylor, Gillian, The Bauhaus (New York:
Dutton, 1968), 7
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The Reed Fashions
Your Fabric.

Use The Best...
Buy Steel Heddle.

O | TTES
S/ ggsIGNERY

XM CENTER SANDWICH,N.H.
9 03227

HANDWEAVING
$TUDIO ¢ SHoP

Learn handweaving at home with
"HANDWEAVING WITH ROB-

ERT & ROBERTA" the one and * MILL ENDS - CLOSEOUTS -
only comprehenswe home study Rulga\:‘!?s?l'ifl’ecgﬁ:'t'lfr?&ggﬁgﬁaz’ks
Steel Heddle has the right reed for course avalalile anywhere - Brushed Mohair — Perle Cottons 3/2-5/2 -
: . : ’ _ _ e - ' s —
your loom. Made to your spec- jon:‘ s():[r YARN (l;{,Ul?_for quality Berbers - 10/6 Rug Linen — Tahki Wools
ifications. Send for ordering infor- yar reasonable prices. SPINNING FIBERS _
mation, prices and description on Agents for LECLERC looms. New Zealand Fleeces — Wool, Yak, Mohair,
our standard and pattern reeds. Visit our STUDIO & SHOP for Camel Hair, Alpaca and S.|Ik Rovings - Flax
Immediate shipment. - hand. Looms Wheels Exotic Wood Buttons
the largest collection of hand — AVL Baby Dobby —
Dealer inquiries invited weaving found anywhere. Open . )
- Yarn Samples $3.00—Spinning Fibers $3.00
FHU-FRI-SAT A HANDWEAV R
5" STEEL IIEDDLE ING business since 1958. Harrlsz:a::Ir:gS;n:’les #6800
PO. ?ox 5‘:16 G’ig;‘/vgl% ?2’:\3:0222 For details send a SASE (4'4 x Foster kil Bd P(.-) diny 47
elephone: ; %) to DEPT Y-Kit, visit i iker, NH 0
Facsimile: 404/672-1595 9%) 10 H-Kit, visit or ca Henniker, NH 03242

) us at 603-284-6915. 603-428-7830  Open Tues.—Sat. 10-4
Use your Master Card or Visa

T S
TREENWAY CRAFTS LTD.

Your silk yarn merchant presents
ORIENTAL LUXURY hand-dyed in
“57° contemporary
colours.

EARTH GUILD
Tools * Materials ®* Books—for Crafts

One Tingle Alley-Dept H
Asheville NC 28801
1-800-327-8448
CATALOGAVAILABLE
Mon-Sat 10 AM 6PM Eastern TIME
WEAVING ¢ SPINNING * YARNS ¢ KNITTING
CROCHET » BASKETRY & CANING
DYEING & SURFACEDESIGN
RUGMAKING * NETTING

BEADS & FINDINGS

POTTERY & WOODCARVING

SILK MERCHANT

fEARIS

Samples & Price List $4.00
Catalogue containing full line
of products $4.00

725 Caledonia Ave.
Victoria, BC. Canada V8T 1E4
(604) 383-1661

ASHFORD

asE oy N TRALAND
WORLD LEADERS

B r
%ﬁ%%ﬁﬁﬁ%%é Designer & manufacturer of:

MR 8 [EEEi
S FT NA ), o The ra ' on
ﬁ HEAVYWEIGHTS % « The Rio Grande Kit Loom

YARNS:

Order your wool yarn )
g needs from one %
q complete source and Jﬁ
[ save. Choose from
q soft colored clothing

yarn, rug yarn, boucles, wool loop, fines; 2

ply. 4 ply, 6 ply. Large color selection in
Eﬁi cones and skeins.

Send $2.00 for color yarn swatch card and

price sheet. Refunded on your first order.

NO POSTAGE ORHANDLING CHARGES
NO DOLLAR MINIMUM

Eﬁ THE ORIENTAL RUG CO.
Dept. 4094, P.O. Box 917, Lima, OH 45802
Phone (419) 2256731
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Glimakra & Schacht equipment

Excellent wool warp yarns

Natural & synthetic dyes
Books & videos

Send $1 for complete catalog

216 North Pueblo Rd. 121 Cleveland St. Greenville SC 29601
Taos, NM 87571 (505-758-0433) 803/235-7741 Mon. - Sat. 10 - 5:30
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Create Hand Woven

Products at Home
= Four Harness
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=Y Looms

The sturdy construction of a Leesburg
Loom insures quality firmly made prod-
ucts. Improved for trouble-free, smooth
and efficient operation. A few days of
weaving will bring back the small in-
vestment.
WE CARRY A FULL LINE
OF SUPPLIES
SEND FOR A FREE BROCHURE

-
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ORDER YOUR LOOMS AND SUPPLIES FROM:

LEESBURG LOOMS AND SUPPLY

Dept. 411 113 W. VanBuren Street Box 11
Leesburg, Indiana 46538

WEAVE BEAUTIFUL
RUGS AT HOME!

FOR
PLEASURE
and PROFIT

Enjoy the fascinating craft of
weaving rugs in your home.
Create your own serviceable rug
. designs for pleasure or profit.
Always a year round market for
your rugs in every community.
Easy to operate floor model loom
weaves 36" wide. comes already
threaded. fully equipped...ready
" 1o weave. We furmish complete
ik information on looms and all
equipment with offer below.
SEND FOR FREE BROCHURE, PRICE LIST
Order your weaving supplies...carpet warps, rug fillers,
shears, rag cutter beam counter looms and parts at low
factory-direct prices. Also: rags, prints and looper clips in
10 and 50 Ib. bales.
OR RUG CO., Dept. 4095, P.O. Box 917,
Lima, OH 45802 (419) 225-6731

SAVE! "W enices

“WEAVING YARN”

1972 Simoneau
CP.4

Plessisville, Quebec
Canada G6L 2Y6

Canadian Mail Order

Offering a large selection of WEAVING YARN
Cotton—Polyester—Orlon—Linen—Boucle—Silk

LOOMS
Glimakra
Schacht
Leclerc
Norwood
Cranbrook

Harrisville Shipped Free!

Designs anywhere in
the 48 states

Free set-up within 150 miles. Plus a free
class as listed in our brochure.
Write or call. Send $3 for catalog. For
““Yarn Sample of the Month” send SASE.

[
The Weavers Shop
& Yarn Co.
39 Courtland, Box 457
Rockford, MI 49341-0457
616 —866-9529

3054 North First Avenue-H
Tucson, Arizona 85719

Spin 'n Weave Jﬂ

All available in several colors at unbeatable prices A
AGENT FOR
Lamieux Yarn (100% wool) * Nilus Leclerc Loom (602) 623-9787
FREE Price List [V
Send $7.95 (U.S. Res. send $9.95) for complete samples & price list to: SHOP FOR SPINNERS & WEAVERS

Natural Fiber Yarns Dyes Books Instruction

MOHAIR
WOOL
COTTON
ALPACA/SILK
MILL ENDS

FREE SAMPLES

Yavns...

P.O. Box 434 (Dept. H)
Uxbridge, MA 01569

(508) 278-7733
I0a.m. to 4p.m. Tues.-Sat. EST

[ MAIL ORDER YARNS
NATURAL =
FIBERS

and
BLENDS

alpaca ® wools ® cottons
mohairs ® rayons

Name brands and first quality mill ends
for knitters, weavers and machines.
Agents for LeClerc, Schacht, Harrisville,
Ashford, Louet.

Over 500 colors and textures.

Send $3.50 for samples of: Harrisville,

Elite, Tahki, Plymouth, Crystal Palace, & more!
Periodic Updates ® Quantity Discounts
ALSO AVAILABLE: Exotic fiber samples
(approx. 150) of silks, angora, ribbon,

cashmere, etc.—$2.75

Bare Hill Studios

(Retail: Fiber Loft)
Rt. 111 (P.O. Building), P.O. Box 327
Harvard, MA 01451

Knitting Basketry Spinning Wheels Looms

Moving?
Don't forget to pack
your subscription to
HANDWOVEN!
Send your
old and new
addresses,
along

with the
customer
number that &
appears on your
mailing label, to
201 E. 4th St.,
Loveland, CO 80537,
or phone

(303) 669-7672.
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News & Events

Arestrospective exhibit of the works
of Lenore Tawney, featuring artwork
created over a forty-year period, is on
display at the American Craft Museum
in New York City through June 17 Fol-
lowing its New York presentation, the
show will be on view at the Art Institute
of Chicago from July 26 through Oct. 28,
and at the Renwick Gallery in Washing-
ton, D.C., in 1991.

Lenore Tawney is one of the most
significant pioneers of the postwar craft
movement, and her innovations have
done much to alter the course of con-
temporary fiber art. She is known for
her early “open-warp” weavings, for
her original incorporation of feathers,
shells, and paper, and for her mastery
of grand scale. She is recognized for
freeing weaving from the wall and
gaining entry into the realm of sculp-
ture, thus sparking a revolution in fiber.

Fiber Impact 90, on display at the
Baltimore, Maryland, City Hall
through June 20, features innovative
work by eight fiber artists. Included in
the exhibit are sculptural tapestries by
L. Sasha Shapiro, rya by Nancy Warner,
and triaxial weaving by Mary T. Klotz.

Sheep-to-shawl contests are always
popular, but the upcoming competition
at the Montana State Fair in August will
have a different twist. Instead of com-
peting head-to-head during a few fren-
zied hours, teams at this event will par-
ticipate over a one-week period. While
each team is limited to a day’s efforts
(10 hours), participants will be encour-
aged to use all the time available and
may be downgraded if they finish too
quickly! The emphasis is on quality and
public education, not just speed, ac-
cording to Wendy McKamey, Wool
Show Superintendent. One judge eval-
uates each team’s interaction with the
public, and a second judge grades the
finished handwoven shawls. Mc-
Kamey also encourages teams to dis-
play and sell their handspun and hand-
woven products during the event.
Large cash awards (at least $500 top
prize) are expected to draw teams from
throughout the region, and inter-
national participants are welcome. For
information, contact Wendy McKamey,
33 Upper Millegan Rd., Great Falls, MT
59405. (406) 866-3300. <

Weaving for Baby

Handwoven'’s Design
Collection #14. An adorable
collection of wraps, toys, and
clothing designed especially
for baby

Available in July from your
weaving supply source and
from Interweave Press for $4
plus $2 postage. Or send for
any 5 of Handwoven's
Design Collections for $18
plus $2.50 postage. To order,
please see the book order
insert on page 23.
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LOOMS IN THE 1920s TO 1960s. AN OVERVIEW (continued from page 66)

Perusing publications of the time
divulges much of what was avail-
able then.

An ad in the April/May 1929
issue of The Handicrafter shows a
four-shaft, four-treadle counter-
balance loom made by J.L. Ham-
mett & Co. Between 1944 and the
early 1960s, J.L. Hammett & Co.
also offered looms made by the
Reed Loom Company. By the 1980s,
they offered only table looms.

A 1941 catalog from the Structo
Manufacturing Company of Free-
port, lllinois, shows their line of Art-
craft looms. Structo Ready-Warped
spools were a special feature of the
many kinds of Artcraft Looms avail-
able.

Copies of the Shuttle-Craft Guild
Bulletin published between 1957
and 1960 reveal the looms which
were available at that time. In 1957,
the Gilmore Loom was offered by
E.E. Gilmore Looms, Stockton, Cali-
fornia, the originator of the popular
“push-up harness” loom. Herald
Looms, manufactured by Herald
Micander, Redwood City, Califor-
nia, were also advertised. L.C.
Macomber of Saugus, Massachu-
setts, offered the Ad-A-Harness
loom with one or two warp beams
and a very strong folding frame.
Issues from 1958, 1959, and 1960
show Nilus Leclerc, Inc., with a vari-
ety of floor and table looms and
weaving supplies. An ad for Nor-
wood looms in 1959 offers a custom-
built cherry jack loom with sec-
tional beam.

Handweaver & Craftsman maga-
zine, which was published from the
1950s through the 1970s, offers a
chronicle of loom manufacturers.
The first issue (1950) shows The
Reed Loom Company, Springfield,
Ohio; in 1951, the following looms
are featured among others: Hand-
skill Looms, Inc., Woonsocket,
Rhode Island; Missouri Looms, St.
Louis, Missouri; Loom Craft Studio,
Wilmington, Ohio; Gilmore; Nor-
wood Custom Built Folding Loom,

Chicago, Illinois; Bergman Looms,
Poulsbo, Washington; and Heartz
Portable Looms, Epping, New
Hampshire. The emphasis was on
portability and jack action. Mention
was made in 1956 of the Gallinger
Looms, East Berlin, Pennsylvania,
and the Lane Looms, Haydenville,
Massachusetts. In 1963, the Minne-
sota Multi-Use Loom designed by
Hilma Berglund of St. Paul, Minne-
sota, was advertised: “You can
weave on two or more warps inter-
changeably on the 4-harness, 20"
loom.”

This list is just a glimpse at the ef-
fect that the handweaving revival
had on the development of tools for
the craftsman. Many of the early
companies such as Reed and New-
comb Loom Company have long
ago closed their doors, yet their
looms continue to serve hand-
weavers faithfully all across the
country. For many of these manufac-
tured looms, manuals and photo-
graphs are still extant, thanks to
some weavers’ penchant for saving
everything. But some homemade
looms built in the late 1800s and
early 1900s guard their secrets
closely. Only through sharing of in-
formation about looms and styles
with other owners of vintage loom
can we hope to unravel their mys-
teries. If only looms could talk, the
stories they might tell.

Please consider sending copies of
your old manuals, catalogs, and in-
struction books to The Newcomb
Looms Historical Society (the ad-
dress is given below). <

Janet K. Meany is the coauthor of Rag Rug
Handbook. She lives in Duluth, Minne-
sota.

Resources

The Oriental Rug Co., Lima, Ohio

45802, has the following publications

available:

Warping instructions for the Weaver’s
Friend, automatic, two-shaft loom
(Reed Loom Co.), no charge.

Studio Art Instruction Book for the New-
comb Loom Co. four-shaft six-treadle
loom, $3.50 ppd.

Weaver’s Delight Instruction Book for the
Newcomb Loom Co. Four Harness
Fly Shuttle Loom, $3.50 ppd.

Union Loom Instruction Book for the two-
shaft loom, $2.50 ppd.

ORCO Model 70 Instruction Book for the
two-shaft loom, $2.00 ppd.

ORCO Model 74 Instruction Book for the
four-shaft six-treadle loom, $2.50

ppd.

Available from The Newcomb Looms
Historical Society, c/o Theresa Trebon,
913 Mill Street, Snohomish, Washington
98290. For a complete list of old loom
manuals, catalogs, and photographs,
send $1.00 and an SASE.

Deen Loom Manuals for the Deen Fly
Shuttle Loom “New Reliance”

Instructions and Designs for the Universal
Four-Harness Loom, Deen Loom Com-
pany.

Directions for Setting Up and Operating
the Eureka Loom (handloom, not fly
shuttle).

Instructions for the Deen Twill Weave Four-
Harness Automatic Flying Shuttle Loom.

Instructions for Setting Up and Operating
the Newcomb Improved No. 3 Loom.

Instructions and Setting Up the “Little
Daisy” Loom, Newcomb Loom Co.

Weaving Instructions for the Six-
Harness Hearthside Loom, sold by
Sears, Roebuck.

Instructions for Assembling and Operating
the Hammett's #301, #401, and #402
Looms, J. L. Hammett Co.

Hand Weavers’ Guide, J. L. Hammett Co.

The Newcomb Looms Historical Society
has recently been formed to collect
and distribute information about
Newcomb Looms as well as other
looms of this period. A subscription
to the biannual Journal of the New-
comb Looms Historical Society, c/o
Theresa Trebon, 913 Mill Street,
Snohomish, Washington 98290, is
$8.00 per year within the United
States and $9.50 per year outside the
us.
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Index to Instructions
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Black, White,and RedShawl ...............c....cc... 72/94
Blouse with Earth and Sky Motif ..................... 40/89
Bauhaus-Inspired Jagket <., .« o woms b salinmsisiels o 64/92
Knitting Bagi -l Sorresiat o e e L 48/96
Licbes=Inspired!Searfa iy, . « i« ol mSEWE R i SR 56/89
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Modified Atwater Runner . . ........couiineniinnnnannn 39/88
Scandinavian-Influenced Upholstery Fabric ........... 61/91
“Missouri Trouble” TableMat ....................... 38/94
Woolen Throw (based onablanket .............. ..., 47/89

woven by Amanda Bourque)

Please read the instructions thoroughly before beginning a proj-
ect.

WARP LENGTH: The length of the warp needed for a project is
figured by adding the finished length of the project, an allowance
for take-up and shrinkage, and loom waste. Take-up is the
amount lost due to the interlacement of the yarns in the weave
structure. Shrinkage is the amount lost due to the finishing
process. Loom waste is the amount needed to tie the warp on and
allow the reed and heddles of a particular loom to function to the
end of the weaving.

Our warp length measurements include finished length, per-
centage of take-up and shrinkage, and a standardized loom
waste of 27". Your own loom waste may be different, according
to the requirements of your loom and warping technique. To
figure loom waste, measure unwoven warp at the beginning and
end of several of your projects. Be sure to allow for knot tying
and trimming of ends.

DRAFTS: Threading drafts read from right to left and treadling
drafts read from top to bottom. Threading repeats are shown by
brackets. Sometimes double brackets are used to show a small
repeat within a larger one. Tie-ups are shown . X
for rising-shed or jack looms. The small circle —=—t-s—r =

in the tie-up indicates that the shaft referred to |2 = Tsla
rises when the treadle is pressed. To convert —— T
the tie-up for sinking-shed or counterbalanced
looms, tie the treadles according to the blank
squares. Countermarch looms use all the
squares; the upper lamms are tied to the blank
squares and the lower lamms are tied to the
squares with circles.

PRODUCT INFORMATION. Your local yarn shop will carry
many of the yarns featured in this issue. If they don’t have a
particular yarn in stock, check with them about substituting
similar yarns or ordering yarns for you.

If you don’t have a local yarn shop, you can write to these
suppliers about locating the dealers nearest you. Wholesale sup-
pliers have been noted with an *.

Borgs of Lund, Glimdkra Looms 'n Yarns, 1304 Scott Street,
Petaluma, CA 94952.

Cotton Clouds, Rt. 2, Desert Hills, #16, Safford, AZ 85546.
*Crystal Palace Yarns, 3006 San Pablo Avenue, Berkeley, CA
94702.

Slo
X

=8 = ——H

—

Eaton Yarns, PO Box 665, Tarrytown, NY 10591.

Fireside Fiberarts, 625 Tyler Street, Port Townsend, WA 98368.
Halcyon Yarn, 12 School Street, Bath, ME 04530.

Jaggerspun, Water Street, PO Box 188, Springvale, ME 04083.
Schoolhouse Yarns, 25495 S.E. Hoffmeister Road, Boring, OR
97009.

*Scott’s Woolen Mill, 528 Jefferson Avenue, Bristol, PA 19007.
Yarnworks, 519 Main Street, Grand Junction, CO 81501.

YARN CHART. To help identify yarns and make creative substi-
tutions in your weaving, use this yarn chart along with Yarn, a
Resource Guide for Handweavers by Celia Quinn, available from
Interweave Press.

2/20 wool worsted at 5600 yd/Ib
(11,280 m/kg)

2-ply Shetland-style wool at 2000
yd/Ib (4030 m /kg)

Singles wool tweed at 1700 yd/lb
(3420 m/kg)

20/2 mercerized cotton at 8400 yd /1b
(16,920 m /kg)

16/2 cotton at 6350 yd/Ib (12,800 m/kg)

12/2 cotton at 4700 yd/1b (9500 m/kg)

8/2 cotton at 3600 yd/Ib (7250 m/kg)

6/2 cotton at 2520 yd/Ib (5070 m/kg)

5/2 mercerized cotton at 2100 yd/1b
(4230 m/kg)

8/3 cotton at 1980 yd/Ib (4000 m/kg)

Cotton novelty at 500 yd/Ib (1010
m/kg)

22/2 cottolin at 3170 yd/1b (6400
m/kg)

Metallic pigtail at 14,600 yd/1b
(29,420 m/kg)

Fringed novelty yarn at 1840 yd/Ib
(3710 m/kg)

Cotton /acrylic flake at 1170 yd /Ib
(2360 m/kg)

8-cut rayon chenille at 1000 yd /1b
(2010 m/kg)
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Modified Atwater

Runner

designed by Carol Strickler,

Boulder, Colorado

page 39 (4]

DRAFT FOR MODIFIED ATWATER RUNNER:

Sunrise border

|O

o o

PROJECT NOTES: This overshot pattern
was modified and reduced from draft No.
108, “Sunrise and Dog Tracks”, in Mary
Atwater’s Shuttle-Craft Book of American
Hand-Weaving. The original design was a
suitable scale for a coverlet, with large
central field of tables and “garden”
crosses that alternated with stars and
crosses, all surrounded by a large sunrise
border. For the table runner I reduced the
design by eliminating eight blocks from
the sunrise and two blocks from each star,
by reducing the length of most blocks two
or more warp ends, and by eliminating
the tables and garden crosses entirely.
This made the center field just a star and
cross (repeated 2’2 times) with a small
sunrise border. The new pattern, when
treadled “rose-fashion”, forms ringed
roses and cameos, with a double butterfly
figure in the corners.

FABRIC DESCRIPTION: Overshot.
FINISHED DIMENSIONS: 12'%" wide
by 31'2" long, plus 14" fringe on each end.
WARP & TABBY WEFT: Ne 16/2 cotton
at 6350 yd /Ib: 920 yd off-white.
PATTERN WEFT: Nel 22/2 cottolin at
3170 yd /1b: 290 yd burgundy.

YARN SOURCES & COLORS: This

plain weave

_f°
oo
~lo

|

3x
(

THREAD:
Floating selvedge ................ 1end
Sunriseborder ... ..coc.esddeans 79 ends
atoc(2times) ........ccevunnn 112 ends
10D M) ot s 23 ends
Sunriseborder ................. 79 ends
Floating selvedge . ............... 1end
TOTAL .....ciiviinnnnnnns 295 ends

Sunrise border (use tabby)

3X

warp and tabby weft is Borgs” Bomulls-
garn 16/2: #0000 Oblekt (unbleached).
The pattern weft is Borgs” Bomullin 22 /2:
#0259.

Note: Numbers in the treadling indicate number of times a
pattern shed is repeated (with a tabby pick after each shot).

To weave the pattern “rose-fashion”, use this tie-up, with

NOTIONS: Matching off-white sewing
thread (optional).

E.P.L: 20.

WIDTH IN REED: 14%".

TOTAL WARP ENDS: 295 (including
floating selvedges).

WARP LENGTH: 2 yd, which includes
take-up, shrinkage, and 27" loom waste.
DRAFT: at right.

P.P.L: 36 (18 each pattern and tabby).
TAKE-UP & SHRINKAGE: 15% in width
and length.

WEAVING: Allow 1'2" unwoven at be-
ginning and end of runner for fringes.
Begin and end weaving with four picks of
plain weave using the tabby weft. Hand
hemstitch these ends on the loom if de-
sired. This runner measured about 35" on
the loom and was treadled: sunrise, star
and cross alternated 8 times, star once,
and sunrise.

the same treadling as given:

T

| |olo| |o
0| |o]o|
olo| | |0
0lol |o

FINISHING: If you did not hemstitch the
ends, machine staystitch them at the base
of the fringe. Trim fringe to an even
length. Hand or machine wash and rinse
the runner gently in cool water and mild
detergent. (Caution—the red color may
run. If it does, continue to rinse gently
until it ceases to tint the water.) Dry flat;
steam iron.

Star and Cross repeat (use tabby)

(1| |
1|

Star (end
repeat)
(use
tabby)

L e
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Woolen Throw based on
a blanket woven by
Amanda Bourque

designed by Sharon Alderman
Salt Lake City, Utah
page 47 4]

PROJECT NOTES: The original blanket
was finished with blanket stitching overa
rolled hem—very practical for use on a
bed. This throw is finished with twisted
fringes. Mr. Bourque has told me that this
interpretation is exactly the way his blan-
ket looked when it was new but that mine
is softer.

FABRIC DESCRIPTION: 2/2 twill with
weft stripes.

FINISHED DIMENSIONS: 36" wide by
60" long, plus 5" fringe on each end.
WARP & WEFT: Singles wool tweed at
1700 yd/Ib: 2180 yd natural (warp and
weft), 440 yd tan, 500 yd dark brown, 140
yd red, 140 yd green.

YARN SOURCES & COLORS: This is
Halcyon’s Surrey Tweed, Item #160, nat-
ural color #5, tan color #6, dark brown
color #10, red color #13, green color #21.
E.PI: 14, sleyed 2,2,2,1 in an 8-dent reed.
WIDTH IN REED: 44/".

TOTAL WARP ENDS: 620.

WARP LENGTH: 3 yd, including take-
up, shrinkage, and 27" loom waste (as-
suming fringes are partly loom waste).
PP.L: 14.

TAKE-UP & SHRINKAGE: 20-25% in
width and length (depending on beat and
fulling).

WEAVING: Hemstitch the fabric at both
ends while it is on the loom. Weave ac-
cording to the Weft Color Order, about 70"
total. (The yarn tends to kink, so watch the
fell for twisted loops in the weft.)
FINISHING: When the cloth has been cut
from the loom, inspect it for flaws and
correct any you find. Finish the fringes by
working a twisted and knotted fringe. Put
the blanket into hot water with detergent
and allow it to soak without agitation.
When the water has cooled, remove the
throw and refill with hot water and deter-
gent. The water from the soak will be
clouded with spinning oil. Agitate gently,
checking frequently to see how the fulling
is coming. When the spaces between
threads have closed up, rinse three times
at the same temperature. Shake and
spread the throw to dry flat or draped
across a non-rusting rod. A light steam
pressing is optional.

WEFT COLOR ORDER FOR WOOLEN THROW: DRAFT FOR
8x " = inches; p = picks WOOLEN THROW:
4 0|0
natural 5" 5" :3_ I 0167
red | 10p 0p - 2 |olo
dark brown 234" 234" 1]0] [0}
green 10p | 10p g /|
tan ‘ 23/4--“ 1|, ‘
L/
Liebes-Inspired Scarf
designed by Nell Znamierowski, New York, New York page 56 (4]

PROJECT NOTES: In this scarf only the
Harrisville yarns are currently available.
The others I found in my yarn cabinet—
some of them very old. This to me is a
great way to use up old yarns. Just look
for colors that are of the same hue family
or closely related but that are of different
weights and different textures. Find three
novelty yarns to go with the Harrisville;
all you need is 30 yards of each.

FABRIC DESCRIPTION: 2/2 twill.
FINISHED DIMENSIONS: 8'/2" wide by
50" long, plus 4" fringe on each end.
WARP & WEFT: Two-ply shetland-style
wool at 2000 yd /1b: 330 yd red (also used
as weft), 30 yd each green, black. Two-ply
rayon at 1000 yd /1b: 30 yd shocking pink.
Four-ply wool at 400-500 yd/lb: 30 yd
bright pink. Eight-cut rayon che-
nille at 1000 yd/lb: 30 yd fuch-

TAKE-UP & SHRINKAGE: 24% in width
and length.

WEAVING: Begin and end scarfby allow-
ing 5" for fringe and weaving four picks
of plain weave with red. Weave body of
scarfin 2/2 twill with red for a total length
of about 62".

FINISHING: Tie groups of four to six
strands in overhand knots adjusting
when heavy yarns are included in the
knot (i.e., six ends of finer yarns and four
or five ends when including the heavy
yarns). Hand wash for three minutes in
comfortably hot water with detergent
with water softener if needed, kneading
and squeezing suds through the scarf.
Rinse three times in progressively cooler
water. Towel dry and then line dry.

WARP COLOR ORDER FOR LIEBES-INSPIRED

sia. SCAREF:
YARN SOURCES & COLORS: . :
The Shetland-style wool is red 41 1 1 1 1 |1 =52
Harrisville Designs Shetland in pink rayon [ 1 =10
Red, Spruce Green, and Black. ~ green TS T I |-t
E.PL: 9, sleyed 2,1 in a 6-dent pink 4-ply wool | 'k 1 =10
reed (or sley one end per dentin  fuchsia chenille | 1 | =10
a 9-dent reed). black | 1] =10
WIDTH IN REED: 11'/4".
TOTAL WARP ENDS: 102, including a
floating selvedge on each side.
WARP LENGTH: 2% yd, including take-
up, shrinkage, and 27" loom waste.
PPL:7-8. e

Blouse with Earth and
ggﬁg FOR LIEBES-INSPIRED Sky MOtif

— 25X —
4 | |ojlo| |o

designed by Jean Scorgie, Beaverton, Oregon
page 40 O (optional 16)

3 olo| |o|
2 oo o)
& 1/@lo| |0/0]

® = fioating plain weave

selvedge / ‘

et 2/2 twill J ‘

PROJECT NOTES: Of this Earth and Sky
motif in The Shuttle-Craft Book of American
Hand-Weaving, Mary Atwater says, “How
far it goes back in time no one cansay with
certainty but, according to authorities,
long before fifteen thousand B.C. And it is
as new as the piece of work on my loom
today. There is, I think, an extraordinary

May /June 1990

HANDWOVEN 89

-
Z
o
>
.
—
-
o
-
0]
Z
=
—
O
-
=
=
9p)
Z




=
Z
25,
=
=
=
=
=
)
9 p)
Z
=
=
o
-]
=
=
2]
2

pleasure in using again a decoration and
asymbol that has given beauty and mean-
ing to the work of human hands down
through the ages. It is a curiously satisfy-
ing design and lends distinction to almost
anything one wishes to make. It answers,
no doubt, to something fundamental in
the human nervous system. The Greek
fret and the Chinese fret are similar, but to
me the American figure is handsomer,
with its solid base of steps. To me it stands
for America as a whole.”

The summer & winter pick-up pattern
is easy to do and has the advantage of not
requiring a special threading—it can be
done on straight twill as well as any sum-
mer & winter threading.

DRAFT FOR 4 o
BLOUSE WITH 3 00| |
EARTH & SKY =i o
MOTIF (4-shaft

version):

> |0

plain weave

A =aqua stripe pattern

W = white A
P = pick-up P
shed \

inlay pattern

KEY FOR PROFILE DRAFT:

G F E D

DRAFT FOR BLOUSE WITH EARTH & SKY MOTIF (16-shaft version): Note: Pattern
could be woven loom-controlled on a 16-shaft summer & winter threading.

PROFILE:

16
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w (See inlay pattern, page 91.)
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To treadle each unit: lift shafts 1 and pattern, weave pattern; lift shafts 2 and same, weave
pattern; weave 2 picks tabby (1-2 vs 3-4-5-6-7-8-9-10-11-12-13-14-15-16).

FABRIC DESCRIPTION: Plain weave
with supplementary weft inlay.

SIZE: Woman's size 12. Circumference at
chest 42". Length from shoulder 19"
Sleeve length from center back 27".
FINISHED DIMENSIONS: Before cut-
ting, fabric measured 21%2" wide by 98"
long.

WARP & WEFT: Size 12/2 unmercerized
cotton at 4700 yd/Ib: 3710 yd aqua. Pat-
tern weft is size 5/2 pearl cotton at 2100
yd/Ib: 70 yd bleached white.

YARN SOURCES & COLORS: The un-
mercerized cotton is Helmi Vuorelmi’s
Tuuli, color #733. It is available from
Schoolhouse Yarns and Eaton Yarns.
NOTIONS: Narrow pick-up stick 27"
long; Handwoven Designer Pattern #101,
Simple Tops; matching sewing thread.
E.P.L: 24.

WIDTH IN REED: 24".

TOTAL WARP ENDS: 576.

WARP LENGTH: 3% yd, including take-
up, shrinkage, and 27" loom waste.

P.P.L: 20 in plain weave, 32 in inlay.
TAKE-UP & SHRINKAGE: 10% in width
and length.

WEAVING: With aqua, weave 11" in
plain weave. With aqua and white pearl
cotton, weave two repeats of stripe pat-
tern (see treadling), two picks plain
weave, the entire inlay pattern, two picks
of plain weave, five repeats of the stripe
pattern, two picks of plain weave, the
entire inlay pattern, two picks of plain
weave, two repeats of the stripe pattern.
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INLAY PATTERN (selvedge to selvedge):

[ ]
‘.
\

With aqua, weave plain weave to the end
of the warp, about 100" total.

Summer & winter pattern or twill thread-

ing: Raise shafts 2 and 4 and pick up a pair
of warps for each square of the background
in the first row of the graphed pattern.
Raise shaft 1, push stick against reed and
weave with white. Raise shaft 3, push
stick against reed and weave with white.
Remove the stick and beat both rows in
place. Raise 1-3, weave aqua; raise 2-4,
weave aqua. Repeat from the beginning
for the second row of the graphed pattern.
FINISHING: Zigzag both ends of the fab-
ric. Machine wash in warm water and
detergent. Tumble dry until damp and
steam press.
ASSEMBLY: Use view I of the pattern,
altering it as follows: shorten the body
4'/", lengthen the sleeves 3", and widen
the lower edge of the sleeves to 15", taper-
ing the underarm seams.

Place the pattern pieces crosswise on
the fabric with the pattern area centered
at the front. The body and sleeve patterns

= pattern
|| = background

placed crosswise will take up the full
width of the fabric. There will be enough
fabric for front and back neckline facings.
For these, trace the neckline curve and 2"
of the shoulder line. Measure 2" down
from the neckline curve and follow it
around to join the shoulder line. Place the
facing pattern pieces lengthwise on the
remaining fabric.

Staystitch the cut edges and finish the
seam allowances with serging, zigzag-
ging, or Hong Kong finish. Sew shoulder
seams of the blouse and facing. Sew facing
to neckline, matching shoulder seams.
Understitch the facing to the seam allow-
ances to keep the facing from showing at
the edge. Blindstitch the edge of the facing
to the inside of the blouse. Sew sleeves to
the body and sew underarm seams of the
body and sleeves. At the lower edge, turn
under a 1" hem and blindstitch in place.
At the lower edges of the sleeves, turn
under 44" and blindstitch in place. Turn
blouse right side out and turn up the
sleeves about 2".

Scandinavian-Influenced
Upholstery Fabric

designed by Louise Bradley
Boulder, Colorado
page 61 4]

PROJECT NOTES: A Lily Mills Practical
Weaving Suggestions pamphlet by Edna
Olsen Healey, published in 1958, included
the draft for this upholstery fabric. It was
described as “. . . a Swedish threading
called Bundendrall, which simply means
a bound weave.” (Ed. note: literally,
“bound huck”.) In the original, the warp
was an unmercerized 20/2 “Buff” cotton
at 30 e.p.i., the tabby was the same, and
the pattern weft was a mercerized soft-
twist 10/3 cotton in “Leaf Beige”. In the
interpretation, the warp and tabby are a
maroon or garnet-colored 8/2 cotton at 20
e.p.i. The pattern wefts are four shades of
deep red to maroon, with “surprise” picks
of several shades of green, gray, and aqua
used sparingly to give the fabric sparkle.
You might choose to eliminate the “sur-
prise” wefts or to use other colors to blend
with a particular room’s color scheme. As
interpreted here, the fabric is slow to
weave because so many shuttles are used.
The draft could be turned and the many
colors threaded into the warp, but this
would limit the column lengths to the
width of the loom. As woven here, the
pattern forms double columns on one face
of the fabric and triple columns on the
other face, both running lengthwise.
FABRIC DESCRIPTION: Huck woven
as one-block overshot.

WARP & TABBY WEFT: 8/2 cotton at
3600 yd/Ib: dark red.

PATTERN WEFT: 5/2 mercerized cotton
at 2100 yd/lb: equal amounts of four
shades of deep red, plus small amounts of
nine tones of green, gray, and aqua.
YARN SOURCES & COLORS: This
warp and tabby are a mill-end 8/2 cotton:
Claret. The four main pattern wefts are
UKI colors #32 Lipstick, #17 Wine, #85

DRAFT FOR SCANDINAVIAN-INFLUENCED UPHOLSTERY FABRIC:
r repeat
end 3X } 3X —

4 4 RN AT )| 4 — 4 4 4 4  alo| |o
3 T 3 = 3 3 3 |olo
S S | | 2 2 2 2| Sl P il = i o]

1 1|1 TR s, [ (O, e i i o 0
plain weave ! /
| = tabby weft o ||
@® = pattern weft [/
pattern °
oS /
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Ruby, and #34 Maroon. The “surprise”
pattern wefts are #2 Light Turk, #87 Ver-
dant, #26 Dark Green, #95 Mineral, #78
Charcoal, #102 Magenta, #48 Dark Turk,
#49 Larch Green, and #103 Peacock, used
in that order.

E.P.L: 20.

P.P.I.: 28 (14 each tabby and pattern).
TAKE-UP & SHRINKAGE: 13% in width
and 19% in length.

WEAVING: Weave 1" heading in plain
weave, then alternate pattern and tabby
wefts, following a color sequence in the
pattern. (In this sequence the four main
red colors are used in rotation, 10 picks of
each, with surprise wefts about every 4th—
12th pick.) End with 1" plain weave.
FINISHING: Staystitch ends of the fabric.
Machine wash gently; machine dry on
low heat; press.

Bauhaus-Inspired Jacket

designed by Louise Bradley
Boulder, Colorado
page 64 16

PROJECT NOTES: This Chinese-style
jacket represents the influence of the
Bauhaus upon American handweaving.
The pick-up that decorates this double-
weave jacket is taken directly from one of
Josef Albers’s glass works of 1929. The
geometric abstraction and emphasis upon
a well-defined grid of his work in glass
was very similar to Anni Albers’s weav-
ings of the same period. In fact, there has
been much conjecture as to who influ-
enced whom.

The jacket is fully reversible: All seams
are bound with the seam allowance of the
black fabric layer, buttons are sewn on the
garment’s very edge so as to be accessible
to either side, and crocheted button loops
are attached to each side. A small area of
pick-up design on one lower sleeve bal-
ances the larger area of pick-up design on
the jacket’s front and shoulder.

FABRIC DESCRIPTION: Double-weave
pick-up on a quilted double-weave fabric.
SIZE: Woman's size 12. Circumference at
chest 41". Length from shoulder 25"
Sleeve length from center back 29'/".
FINISHED DIMENSIONS: Before cut-
ting, fabric measured 20%:" wide by 130"
long.

WARP & WEFT: Size 22 /2 cottolin at 3170
yd/Ib: 3710 yd each black and bleached
white.

YARN SOURCES & COLORS: This is

Borg’s Bomullin: colors #209 black and
#20 bleached white.
NOTIONS: Black sewing thread; 18 cy-
lindrical black and white beads and 12
small round black beads (or 6 buttons to
substitute).
E.P.L: 30 (15 per layer).
WIDTH IN REED: 24'/2".
WARP COLOR ORDER: One end white,
one end black.
TOTAL WARP ENDS: 736 (368 white,
368 black).
WARP LENGTH: 5% yd, including take-
up, shrinkage, and 27" loom waste.
P.P.I: 32 (16 per layer).
TAKE-UP & SHRINKAGE: 15% in width
and length.
WEAVING: Using two shuttles, one
white, one black, follow treadling for
quilted fabric, being careful not to inter-
lock the wefts at the selvedges. After 16"
you are ready to begin the pick-up design.
Whenever you weave the pick-up de-
signs, continue the quilted fabric trea-
dling at the same time.

Start the jacket front pick-up design /2"
(7 or 8 warps) to the left of the center of
the web. The pick-up design will be about
15" long. Weave 3" of quilted fabric, then
work the shoulder back design in pick-up
(about 3" long). Weave another 28" of
quilted fabric to finish the jacket back.

DRAFT FOR DOUBLE-WEAVE JACKET:

10X

—7Xj

one used here weaves in doubles—two
picks of the pattern area followed by two
picks of the background. To work, raise
the white bottom layer (shafts 1, 3, 5, & 6)
and using a stick, pick up the desired
pattern area. Push the stick back against
the reed. Weave one half of the top layer
(shaft 2), then the other half (shaft 4), and
beat both of these picks into place. If these
are quilting rows, remember to raise the
appropriate quilting shafts (5 or 6). Then
raise all the black top layer (shafts 2 & 4)
and using a stick, pick up the background
area omitting the black threads immedi-
ately adjacent to the just woven pattern
areas. Push the stick back against the reed.
Weave one half of the bottom layer (shafts
1,5, & 6), then the other half (shaft 3), and
beat both picks into place. I used graph
paper with eight squares per inch for my
design cartoon. Vertically, each square
represented two picks of each layer; hori-
zontally it was full scale.

FINISHING: Secure fabricends, machine
wash on gentle cycle, tumble dry on low
heat, steam press.

ASSEMBLY: Cut as shown in the diagram
allowing for wide seam allowances of %"~
1". Secure all cut edges by serging or
straight and zigzag stitching. Sew seams
by folding back the white fabric layer and
seaming only the black fabric layer, right

12X =

—11X—|
I

w w w w | W

o]
L

w w |

B = black
W = white
P = pick-up shed

Use 2 or 3 treadles together as shown.

For the jacket’s left
sleeve, weave 2" of
quilted fabric, then
32" of pick-up pat-
tern. Weave the rest of

w
m

| O]
o

B
=

quilted | | lwl |
fabric = T \
|

8X ‘

Ly

the warp in quilted icku

fabric for the top of the

attern |

pick-up pattern

left sleeve, the right

sleeve and the right
front underpiece.
Pick-up: There are
several methods of
weaving double-
weave pick-up. The

il
[ pick up background ! bl & | ,Lh p
!

quilt rows for B| | IB|
pick-up pattern
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sides together. As each seam is sewn,
press the seam open and trim away the
seam allowance of the white layer, re-
securing the cut edge with stitches. Turn
under the edge of the black seam allow-
ance and topstitch it down to cover the
trimmed white seam allowance.

Begin by stitching the shoulder seams,
then sew sleeves to body pieces, and
finally, underarm and side seam in one
long seam, leaving the last 4" of the side
seams unsewn for vents.

At the jacket’s lower edge, front edges,
and sleeve edges, turn under 1", cutaway
the seam allowances of the white layer
and re-secure the cut edges with stitching.
Hem the edges of the garment with the
black fabric layer, mitering corners where
the edges meet. Wherever the quilting in-
terferes with seams or hems, clip out quilt-
ing stitches. Don’t worry—these cut
warps will be secured with hem and
bound seam stitching.

Trim away all the white fabric from the

collar piece except for a narrow 1'/2"-wide
strip underlying the half of the collar to be
attached to the black side of the garment
to serve as interfacing. Clip out all quilt-
ing and entirely cut away the white fabric
from the half of the collar that will appear
on the garment’s white side. Stitch the
quilted side of the collar to the jacket's
black side. Press the seam allowance
under and hand stitch the plain side of the
collar to the jacket’s white side. Topstitch
the collar %" from all edges.

String together a black bead, three cy-
lindrical beads, and another black bead to
make a short chain. Make six of these bead
chains and sew them on the garment’s
edge to serve as buttons: one at the throat,
two on the shoulder, and three down the
right side below the arm. With triple-
strand black cottolin, make 12 crochet
chains, each 34" long. Fold these chains
in half and handstitch one on both sides
of the garment opposite each bead button.

Each vertical
block = 2 weft picks

| ¢ & o |
=z

|

Shoulder seam area

e

| o |
 s0vi: i |

it
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IR
GLJJJ
|

Cartoon for right front/shoulder
double weave pick-up

Cartoon for left sleeve
double weave pick-up

A 1950s Casement Cloth

designed by Constance LaLena, Grand
Junction, Colorado
page 69 (4]

FABRIC DESCRIPTION: Plain weave
and 1/3 twill.

WARP: 8/3 unmercerized cotton at 1980
yd/Ib: white and natural; supported me-
tallic at 14,600 yd/Ib: iridescent
clear/white; 8/2 unmercerized cotton at
3600 yd/1b: natural.

WEFT: 8/2 unmercerized cotton at 3600
yd/Ib: white; fringed novelty at 1840
yd/lb: white/iridescent clear; cot-
ton/acrylic flake at 1170 yd/Ib: white.
YARN SOURCES & COLORS: The 8/3
cotton is Helmi Vuorelma'’s “Pilvi”: colors
002 and 004. The supported metallic is
Crystal Palace Yarns’ “Metallic Pigtail”:
color 021 White Irise. The 8/2 cotton is
Borgs’: unbleached and bleached. The
fringed novelty is “Fur” (polyes-
ter/nylon) from Baruffa, Lane Borgosesia
of Italy, available from Fireside Fiberarts:
color 30. The flake is Jakobsdals “Fidji”
(55% cotton/45% acrylic): color 01. All
yarns used here courtesy of Yarnworks.
E.P.L: 10 (single sleyed in a 12-dent reed,
skipping one dent where starred in Warp
Color Order and Draft).

WARP COLOR ORDER:

white 8/3 1 1 1 1

T >

natural 8/3 1 1 1 1
metallic 1 '
natural 8/2 ' |
* *
1 1 1 =7/repeat
1 1 1 =7/repeat
1 1 =3/repeat
1 1 =3/repeat
* *

* = skipped dent in 12-dent reed

DRAFT: (see next page).

P.P.L: 19.

TAKE-UP & SHRINKAGE: 19% in width
and 8% in length.

WEAVING: Using the 8/2 weft, begin
with plain weave. Weave: Pattern #1, 5"
plain weave, Pattern #2, 5" plain weave.
Repeat to desired length, ending with
plain weave. Note: when weaving Pattern
#1, pull the yarn's “tassels” (fringes) out
of the shed to the front before closing the
shed and beating. Carry pattern threads
(T and F) loosely up the side of the weav-
ing and trim loops after fabric is finished
and before it is hemmed.
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DRAFT FOR CASEMENT CLOTH: Bla Ck, Whit e, an d Red
* = skipped dentin
12-dent reed X* X * * Shan
/ = white 8/2 cotton 4 4 4 a a] o] designed by Janice Jones, Bradford, Maine
T =“tassled” (fringed) | 3 3~ .3 3 3 Jol | page 72 (2]
metallic 2 2 2 dr 2 2 | o] |
e 1 1 1 1 1 o_0 FABRIC DESCRIPTION: Plain weave.
plain weave / ’ 1 FINISHED DIMENSIONS: 29" wide by
FINISHING: Stay-stitch ends of fabric. T 73" long, plus 2'%" fringe on each end.
Wash on gentle cycle 5 minutes using Pattern #1 | |/ WARP & WEFT: 2/20 wool worsted at
mild detergent. Machine dry gently until EE— | T 5600 yd /Ib: 2930 yd off-white and 620 yd
slightly damp. Iron with medium heat on ] Vi E orange-red for warp and weft, and 740 yd
wrong side of fabric until dry—DO NOT Pattem#2 ox |, | | black for weft.
TOUCH “FUR” WITH IRON. [/ YARN SOURCES & COLORS: These are
‘F The Maine Line 2/20 from JaggerSpun:
White, Real Red, and Black.
E.PI:24.
“Missouri Trouble” Table Runner WIDTH IN REED: 30".
designed by Isadora Safner, Brewster, Massachusetts  page 38 Q|- WARBCOLOR ORDERS on e apee.

PROJECT NOTES: This is a variation of
drafts #239, #47, #160, and #213 in The
Weaving Roses of Rhode Island by Isadora

10-13% in width and length.
WEAVING: Using tabby weft, begin and
end the runner with /4" of plain weave for

Safner. the hem turn-under. Using pattern and
FABRIC DESCRIPTION: 4-shaft over- tabby, weave Hem, Border, Pattern 5 times
shot. (ending the fifth repeat at %), Border, and

FINISHED DIMENSIONS: 14" wide by =~ Hem.

22" long, including 1%" hem on each end.

DRAFT FOR WEAVER ROSE OVERSHOT RUNNER:

TOTAL WARP ENDS: 728 (including
four doubled ends at each selvedge).
WARP LENGTH: 3'/ yd, which includes
take-up, shrinkage, and 27" loom waste
(assuming that fringes are partly loom
waste).

DRAFT: on next page.

P.P.L: 20.

WEFT COLOR ORDER: on next page.

— 3X j ‘— 3X '—'l
4 'L -4 4 4 - 4 l _4lo| 94; 1llo
3 . (]
comtd ™o B 2323 3232 2 3_223 2 2323 32 2 2123 pg:g 1o
I 1L I 1 11 1l ool o
‘ ! / plain weave
3x [1] f
— 2X —l [—_ e —— [‘_ 2X ~4—v——-‘hfﬁ o ; i 1 1 i 2X
then reverse *“'4 3 1 ] 3 4 3 4.4 3 4 3 JI- 3 4 *~1—~‘3‘- | ,L‘L {11 JE
from * to ‘ ‘ = ! S ‘ 3 ‘ >
beginiing lf 2 (2 |2 2 2|02 | |2 = " la] | 2
1] 1l 1] 1 11 1 ‘ ‘3‘ 2| | || | S
cont'd 21 et ‘ 3 ::1
(add floating selvedges) | |3 3 £
L Z 1 l ‘ 2
WARP & TABBY WEFT:20/2 mercerized  FINISHING:  Machine 1| | ! L] |1
cotton at 8400 yd /Ib: 1170 yd off-white. staystitch ends and trim *r—i‘. - = L | 1 ‘
PATTERN WEFT: 5/2 mercerized cotton  close to stitching. Turn ® 1! ! = = !ﬁ{ — 1=
at 2100 yd/1b: 280 yd blue. under the 4" of plain g [1 ; e
YARN SOURCES & COLORS: The20/2  weave, then turn under § 1 3 1 ‘ ‘
is UKI color #79 Natural. The 5/2 is UKI  again along the opposite- & 1 £ 1l ‘ ‘
color #22 Turk. shed break between the 7§ |3 s | = HRLUE ‘ z
NOTIONS: Off-white sewing thread. Hem and the Border. 2 > 3 3 ‘ ‘ =
E.P.L: 30. Hand stitch hem in place. & | |3| | ‘ 2| x 3
WIDTH IN REED: 16". Machine wash and dry 3 ‘ 3| I
TOTAL WARP ENDS: 481 (including 2  the finished mat, pressing || 3‘ 1 E
floating selvedges). hems if necessary. 3 ! ‘ 1 | @
WARP LENGTH: 1% yd, which includes il | | ]
take-up, shrinkage, and 27" loom waste. 11 1| | \ ‘
P.P.L: 40 (20 each pattern and tabby). EEEEN
TAKE-UP & SHRINKAGE: Estimated R
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WARP COLOR ORDER FOR BLACK, WHITE, AND RED SHAWL.: TOTAL WARP ENDS: 420.
5 WARP LENGTH: 2 yd, which includes
[ | take-up, shrinkage, and 27" loom waste.
off-white [76* 96 48 144 48 96  76*|= 584 actual ends P.P.L: 48 (24 each pattern and tabby).
orange-red | 24 24 24 24 24 24 =144 TAKE-UP & SHRINKAGE: 12% in width
*68 single ends + 4 doubled selvedge ends and length.
WEAVING: Note that each unit of the
WEFE COLORORBIER. DRAFT: profile threading represents one four-end
[ : threading unit, and each unit of the profile
T AX 2 o] |4 (o) : - :
| 20X - 20X - 200l 3 ol tre.adlmg represents one eight-pick trea-
/] 2 o dling sequence (four pattern and four
_off-white 8 8 8 |8 | =840 picks L/ 1jo tabby picks). Each profile treadle is two
black 8 8 | | =800 picks / actual treadles which areused in 2,1, 1, 2
orange-red 24| | | = 96 picks L order with a tabby pick after each.

TAKE-UP & SHRINKAGE: 5% in width
and 17% in length.

WEAVING: Leave at least 4" unwoven at
beginning and end for fringes (partly
loom waste). Weave according to the Weft
Color Order. When weaving each band I
left a small tail of yarn at the selvedge and
tucked it into the next shed. At the end of
each band I broke the yarn at the last pick
of the color and tucked it into the last shed
of that band. I did find that this yarn was
a bit sticky at such a close sett, so I
changed the shed with the beater forward
at the fell to help unstick some of the ends.

FINISHING: Remove from loom and
darn any loose ends. Trim fringe on each
end to 3!2" and make a twisted fringe
using two groups of four in each twist,
knotting the ends.

Soak the shawl in warm water for 15
minutes with a mild detergent, rinse, and
rinse again with a small amount of fabric
softener. Hang over a shower rod or lay
flat to dry. Press with a warm iron while
still slightly damp.

Lily’s Lilies

Original design by Margaret Bergman; project from Lucy C. Morgan, Penland School of
Handicrafts, Penland, North Carolina; this runner woven by Carol Strickler, Boulder,

Colorado

front cover

PROJECT NOTES: This old-fashioned
flower design, called “Patrician”, was
found in Lily Weaver's Work Sheet No.9
originally published by Lily Mills Com-
pany 1930-1950.

FABRIC DESCRIPTION: 6-block sum-
mer & winter.

FINISHED DIMENSIONS: 12" wide
by 34'/4" long, including '4" hem on each
end.

WARP & WEFT: 20/2 mercerized cotton
at 8400 yd /Ib: 1290 yd white.

PATTERN WEFT: 6/2 cotton at 2520
yd/lIb: 400 yd natural off-white.

YARN SOURCES & COLORS: This
warp and tabby is 20/2 Pearl: bleached.
The pattern weft is Scott’s Woolen Mill’s
6/2: color #2.

NOTIONS: Matching white sewing
thread.

E.P.I: 30.

WIDTH IN REED: 14",

PROFILE DRAFT FOR LILY'S LILIES:

Begin and end the weaving with 6
picks of tabby weft plain weave for the
hem turn-under. For the hem, weave one
eight-pick repeat of “all blocks
background”. For the body of the mat,
weave as indicated in the profile draft,
beginning with ten repeats of “all blocks
pattern” (F), then the corner motif (which
ends with three repeats of “all pattern”).
Weave repeats of the lengthwise bars (A)
to the desired length, then repeat in re-
verse order the three “all pattern”, the
motif, the ten “all pattern”, the hem and
the turn-under. (The total length of this
runner was about 38" under tension.)
FINISHING: Machine staystitch the
ends. Decide which face of the runner is
the “right side”. To the “wrong side” turn
under the fine plain weave and then turn
under again the eight-pick hem. Hand
stitch in place and iron to set the creases.

Hand or machine wash the runner in
warm water and mild detergent; rinse
well and lay flat to dry. Iron on the wrong
side.

5% 10X SX ABCDEF
FF FFF FF F F| | ]
EE E E EE 11 el
D DD DD DD D D D I Iof |
c CIC=C: ccc C cley 11}
B BBB BBE 8 BB,
A AA AAAAA AA A A
5%
THREADING KEY: all background all pattern B!
v
E E D B A £ B O P g F__tab
8 8 0.0 { i I llo
o 0.0 ] . |00 0
6 6 ool | . ool | 0
5 5 o oloojoo 1 o =
4 a 0.0 0.0/0.0 ] 0] g
3 3 0.0 ) 0
2 2 2 2 2 2 ol o] o| o] o] o] lolo
1 1 1 1 1 1 o |0 0o o o o [0 l0
= tabby weft ® = pattern welt | ! et
L]
2 i “ 1 repeat
NOTE: This tie-up weaves the motifs as “background" and the L F (use
background of the design as “pattern” because it requires less lifting of L ] tabby)
shafts. This is onthe ide of the fabric. | ®
L
° 1 repeat
° D (use
tabl
o | L] 1 ) I .
etc.
||

.
as desired
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Knitting Bag
designed by Kathryn Wertenberger, Golden,
Colorado

o 6

page 48

PROJECT NOTES: My assignment was
to select a textile from the 1950s and use it
for inspiration for a textile for today. I
chose to make a knitting bag using the
crackle drapery fabric by Mrs. C.L. Meek
of Lincoln, Nebraska, featured in the sum-
mer 1954 issue of Handweaver & Crafts-
man. 1 liked the contrast of light and dark
and the variety of the sizes of the blocks.
Since I was working in a much smaller
scale than the original drapery I had to
simplify the design; I decided that the
effect could be achieved on two opposite
blocks of crackle. The photo suggested a
very textured yarn, and cotton was the
obvious choice for a hard-wearing wash-
able tote bag. Sampling showed me that
the yarn chosen was very dominant. It
overwhelmed a traditional crackle trea-
dling, but gave a workable result when
treadled overshot-fashion. As it turned
out, the same fabric could be woven on a
conventional 2-block summer and winter
threading treadled with one tie-down, or
on a 2-block 8-shaft twill.

FABRIC DESCRIPTION: Two-block
profile threaded crackle, summer and
winter, or twill.

FINISHED DIMENSIONS: 14'i" wide
by 11" high (plus 5'%2" handles) by 4'/"
deep.

WARP & TABBY WEFT: 5/2 mercerized

Clouds.
NOTIONS: %: yd of 45"-wide cotton fab-
ric for lining; "4 yd synthetic knit-back
suede-cloth for binding; 12 yd medium-
weight fusible interfacing; 7'5 yd of 1'"-
wide fusible web (such as Stitch Witch-
ery®); 9" zipper; /s yd of 4"-wide belting;
sewing thread to match binding.
E.P.I:16.
WIDTH IN REED: 17'/".
TOTAL WARP ENDS: 280.
WARP LENGTH: 2%: yd, which includes
take-up, shrinkage, and 27" loom waste.
DRAFT: The profile draft can be trans-
lated into any of the threadings, trea-
dlings, and tie-ups shown.
P.P.L: 22 (11 each, pattern and tabby).
TAKE-UP & SHRINKAGE: 18% in width
and length.
WEAVING: Follow the diagram or weave
to the desired dimensions. (In this bag the
beginning and ending blocks of each sec-
tion were elongated by four pattern picks
so that the binding would not cover the
pattern. A couple of picks of plain weave
were woven after each section to mark
cutting lines.)
FINISHING: Staystitch or serge the ends
of the fabric. Machine wash and dry. Pre-
shrink all other materials at the same time.
ASSEMBLY: Serge or zigzag the ends of
each section and cut sections apart. Cut
the side/bottom piece in thirds and nar-
row the large pocket at least 1"; cut the
small pocket piece to the size of the zipper.
Secure all cut edges.

Using these pieces as pat-

lowing the manufacturer’s instructions.

Sew the ends of the side and bottom
strips together, matching the patterns,
making one long strip.

Use the narrow fusible web to attach
the lining to the wrong side of each pocket
piece and to the wrong side of the long
strip.

Bind the top edge of the zipper pocket
panel by stitching the binding onto the
pocket, right sides together, using a "
seam allowance. Fold the binding to the
back and stitch along the binding fold
from the front side (stitch in the ditch).
With very sharp scissors, trim the excess
binding from the back side along the
stitching.

Topstitch this bound pocket edge to
one side of the zipper. Then bind the other
three edges of the pocket piece, covering
the ends of the zipper. Trim any overhang-
ing ends of binding. Bind all four edges of
the large pocket in the same manner.

Position the zipper pocket on one of
the bag lining pieces, centering it about 2"
down from the top with the zipper at the
top. Mark position with chalk or pins. To
attach, fold the pocket up and stitch zip-
per to lining along the unattached zipper
allowance. Fold the pocket piece back
down into place and topstitch to the lining
around the other three bound edges.

To attach the large pocket, position it
right side out on the right side of the other
lining piece—make sure thereis at least 1"
of lining extending beyond the pocket.

cotton at 2100 yd /Ib: 1200 yd brown. terns, cut lining for each. Cut PROFILE DRAFT:
PATTERN COTTON: Cotton novelty at fusible interfacing 3/4" smaller repeat *—IT
500 yd/Ib: 380 yd brown/white. f(').r ef’Ch' Cut b“‘d"“s fabricinto [5TH B BBBBBBB B
YARN SOURCES & COLORS: Thewarp 2 -Wwide strips (which will be AAAAAAA A Alala
and tabby are UKI color #99, Dark Sienna. trimmed ‘after a.ppllcatlon). . s
The pattern weft is Aurora Cloud #18 Fuse th.e mterfacmg' to the / = tabby weft ® = pattern weft B
Light Brown and White, from Cotton wrong side of each piece, fol- 'B
B
Summer and winter: Crackle: Twill: B
- -« - -« - - ‘ B
B A A B A =
4 4 ol |o a4 ol lo | | lo] o Al
]33 (o][¢] 3 3 [o) [o) | |o] [o) B
—2 | 2 o 2 2 00 6 _B ) 0|0 A
1 1] lol [olo 1 1] |lol o sl | |o JO A
/ / ' 1 1a l0l0 A
tabby | |/ —— /| | 3 o | o A
| 0 2 lolo Al
A (use ‘o A (use ‘ . 1l |ol o A
tabby) ® tabby) |® / A
s ‘ A tabby /| YB
) | @ ®
B (use e Buse | | |® Ause | | ®
tabby) ® tabby) J & tabby) | ®
o | e .
®
B (use | ®
tabby) | @
l!
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(This minimizes seam bulk when the bag
is assembled.) Topstitch the pocket onto
the lining along the sides and across the
bottom; reinforce the top corners with
double rows of stitching.

Use the fusible webbing to attach these
pocketed lining pieces to the front and
back bag pieces, wrong sides together.

Center the long bag side/bottom strip
on the bottom of the bag front, wrong
sides together. Pin along this edge and up
the sides, slightly rounding the bottom
corners. (This strip will be too long; trim
it to be 1" shorter than the bag at the top
ends. Bind the trimmed ends.) Machine

Binding Diagram

baste the pinned edges together, then bind
this seam. Attach the other edge of the
side/bottom strip to the bag back in the
same manner, making sure that both
pockets open toward the top.

Bind the upper edges of the bag. Trim
the excess binding carefully at the ends
and whip-stitch the ends together.

To make handles, fold a 30"-long strip
of binding fabric right sides together over
the belting. Using a zipper foot, stitch
along the edge of the belting without
catching it in the seam. Remove the belt-
ing and turn the tube right side out. Cut
the tube into two 15" lengths. Cut two 14"

lengths of belting and insert into the han-
dle tubes, centering the tube seam on one
side. Topstitch down the center of each
handle. Bend the front handle into an arc
and center it on the outside of the top of
the bag front with the ends 1" down from
the edge. Fold under 4" of the handle
fabric at each end and topstitch handle to
bag in a square pattern. Repeat with the
other handle on the bag back.

If desired, tie a tassel of yarn through
the zipper tab to make the zipper easier to
operate. %

1" 17, 13" 10" 7
— — } { ; —
T
Side
= Large
3 Front Back Bottom Pocket |Zippered
— Pocket
Side
L1
«— Warp —»

Cutting Diagram (finished fabric)

HANDWOVEN Jan/Feb 1990, page 75,
Double Weave Vest.

The Vogue pattern number should be 2292
(not 2922).

HANDWOVEN Jan/Feb 1990, page 76.
The Warp Color Order for the Double Weave
Vest should be followed from right to left.

HANDWOVEN Jan/Feb 1990, page 78,
Snow Shadows Brushed Coat.

The Handwoven Designer Pattern number
should be #104 (not #105).

CORRECTIONS

HANDWOVEN Jan/Feb 1990, page 87, Fab-
rics for Interiors, fabric #5, Pillows.

The Warp Color Order has an incorrect stripe
of black that should be white. The correct order
is:

gray heather 65 65[ =128
black 16 = 16
white 16 16 = 32
rust red 96 = 96
natural heather 16 = 16

This increases the yardage of white required to
100 yd.

A Handwoven Treasury, Chiola Jacket,
page 108.

The “6X" bracket is wrong in both Weft Color
Orders. In the Weft Color Order Left Side, it
should enclose only the 3p of purple-blue and
the 2p of light plum. In the Weft Color Order
Right Side, it should enclose only the 3p of
brown and the 2p of light plum. (The 5X
brackets and the 6" total and the 5" total
markings are okay.)
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VIRGINIAWEST

WEAVERS' WEARABLES
40 original designs for stylishly simple handwoven gar-
ments $8.00 post paid
DESIGNER DIAGONALS
JUST PUBLISHED!
A portfolio of patterns for handwoven bias clothing
$12.00 post paid

THE VIRGINIA WEST SwATCH BOOK
A limited edition, elegant swatch collection of designer
fabrics $60.00 post paid

Available at your favorite weaving shop or from:

VirainiA West
2809 Grasty Woods Lane, Baltimore, MD 21208

DA AN ANANY

We have been in the weaving

the  supply business since 1973,

WEAVING & and we have built our
reputation on friendly,
non-threatening service and
advice. We represent Schacht

(em(@ svindic Co., Harisville

KNITTING ~ Looms, Norwood/Cranbrook,

SHOP  Louét, Ashford, and Glimékra.

We pay all shipping costs on
floor looms and spinning wheels. In addition
to free shipping we offer a $50 yam gift
certificate and a mailorder sample
packet—free of charge with the purchase of a
floor loom. If you would like a company’s
catalog, let us know. If you need help with a
decision, please do not hesitate to call:
1-800-262-5545. the Weaving & Knitting

Shop, inc., 1702 Wainut, Boulder, CO 80302.

Natural Yarns
For
Weaving & Khnitting
Sample cards and price lists  $5.00
Refundable on first order.

2723 COLTSGATE RD. DEPT. H
CHARLOTTE, NC 28211

AUCANTAN AN AN

(704) 847-1519

ESSENICH LOOMS

KESSENICH LOOMS Phone 919/230-1293
PO Box 4253, Greensboro, NC 27404-4253
10"-14"-20"-25" TABLE LOOMS
30"-36"-42"-46" FLOOR LOOMS
4 and 8 Harnesses

Handcrafted in Oak Since 1945
Free Brochure

YARNS-SUPPLIES-
TOOLS
HUNDREDS of
BOOKS

COTTONS,

WOOLS,
MILL ENDS

2815 34th
Lubbock, TX79410
806-799-0151

Quantity/Bulk Discounts
Catalog & samples, $1.00

Natural Fiber Yarns
Prompt, Personalized Service
Equipment at Discount Prices

Samples $5.00
{refundable with purchase)

WEAVERS WAREHOUSE

1780 Menaui NE Albuquerque, NM 87107
505-884-6044 ¢ 1-800-345-9276

/YAR N S FROM EVERYWHERE « FOR EVERYTHH‘D
L o D M s FLOOR ¢ TAPESTRY « TABLE « NAVAJO

SPINNING WHEELS and SUPPLIES

Spindles e carders » fleece » other fibers » weaving accessories » books
[N N ]

PENDLETON FABRIC CRAFT SCHOOL

Handweaving and Spinning Instruction ¢ Write for Brochure

THE;WM SHOP

HANDWEAVING STUDIO
\P.o. BOX 233 « Jordan Rd. » Sedona + Arizona 86336 « 602/282-367J

THE WEAVERS’ STORE

\g \j

11 South 9th Street
Columbia, MO 65201
314-442-5413

CATALOG
AVAILABLE

5200

Huge selection of looms, spinning
wheels, yarns, and great mitl ends.

* THREADNEEDLE ¢
FIBERS

unique yarns

ANNY BLATT
FEATHERED YARNS

and

IRISH FLECK YARNS

For samples send $2 00 to:

P 0 Box 129, Dept H
&

< Pasadena, MD 21122 @
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Classifieds

NOTICES

TO PLACE A CLASSIFIED AD for the next
issue, send your ad along with payment eight
weeks prior to the month of publication. Only
$1.25 per word ($25 minimum) or $50/col.
inch (camera-ready). Payment must accom-
pany ad. Send to Interweave Press, Hand-
woven Classified Ads, 201 East Fourth
Street, Loveland, CO 80537

10TH ANNUAL BLACK SHEEP GATHER-
ING—Wool and exotic fibers, workshops,
fiberarts, livestock, trade show. Lane County
Fairgrounds, Eugene, Oregon. June 29 & 30—
July 1 1990. Call (503) 752-8725.

VOLUNTEERS wanted to live/work in commu-
nity with adults with mental disabilities. Large
weaving workshop with 20 looms plus house-
hold responsibilities. One year commitment,
room and board provided plus generous bene-
fits. Contact innisfree, Rt. 2, Box 506, Crozet,
VA 22932. (804) 823-5400.

WANTED: Two harness looms to make rag
rugs—new, used, or custom, 9 to 12 foot
widths. Heritage Rugs, Box 404, Lahaska, PA
18931 (215) 343-51986.

CUSTOMIZED TEXTILE TRIP TO NEW
ZEALAND AND AUSTRALIA, October
12-29, 1990. Enjoy an intimate country
excursion among the weavers and spinners

of New Zealand and Australia. Group
limited to 15. To receive a detailed itinerary,
call CAROL WALSH, Member of the
Boston Weavers Guild, (800) 331-6360 or

EQUIPMENT

ANTIQUE FLOOR LOOM, circa 1850, 40
inches. Very good condition, $1100. Also, 24
inch custom-built floor loom, $250. (609) 768-
2259.

AVL 40" PRODUCTION DOBBY loom. Single
fly-shuttle box, sectional, automatic cloth ad-
vance, tension box, bench. Never used. $2900.
(407) 333-4418.

LOOKING FOR AN EXPERIENCED
LOOM, OR WISH TO SELL YOURS?
THE GOLDEN HEDDLE offers the ‘‘Previously-
owned Loom Program™ to help weavers find ex-
perienced looms which meet their needs and to sell the
looms of weavers whose needs have changed. (New
looms are also available.) For current listings and

details, send business—i;e SASE to:
THE GOLDEN HEDDLE
P.O. Box 761-H, Royal Oak, MI 48068
Telephone Recorder: 313/543-2294

—

bed & breakfast
A Weaver’s Inn

handcraft & hospitality
BOB & DOROTHY SWENDEMAN

1440 B St
EUREKA, CA 95504 707/443-8119

TEXTILE TEACHERS NEEDED

We publish Teacher Directories for
fiber and fabric crafts, all regions. Send
for registration information, and learn
how we can help you find audiences
for your lectures and workshops.

SASE to: The Textile Detective
P.O. Box 422, Andover MA 01810

TRAVEL

Textile Holiday Tours

e NEW ZEALAND
Annually in Spring

* CHINA / TIBET

Sept. 13- 0ct. 2, 1990
AR, fequest details
n MARY FLETCHER
P.O. Box 61228

Denver, CO 80206
(303) 692-9634

SPINNING WHEELS & LOOMS

SPRING CREEK FARM

Looms, wheels, carders, fleece and sheep. Quality
products and prompt service. Write for brochure.

Spring Creek Farm
Box 466-H, Mound, Minnesota 55364

LOOMS? STOP HERE!
Interested in a Harrisville, Leclerc,
Glimakra, Norwood, Cranbrook
or Schacht floor loom? Mention
this ad and receive:

Free freight in the 48 states
Plus $50 off weaving accessories,
yarns or books

Call us today for a price quote or
send $1 for our large catalog.

The Woolery
R.D.1
Genoa,
NY 13071

800- ‘
441-WOOLIR

o

AVL 60" PRODUCTION DOBBY Double box
fly shuttle, sectional & standard beam, tension
box, 2 stainiess steel reeds. Excellent condi-
tion. $4600. Rt. 5, Box 488, Hartsville, SC
29550. (803) 332-9955.

CRANBROOK COUNTERMARCHE LOOM.
Weaves 12’ 4 harnesses 10 treadles, 4 reeds,
7' bench; Cranbrook countermarche, weaves
45" 4 harnesses, 6 treadles. Best offer each.
(313) 882-2428.

FOR SALE—AVL 48", 16-harness Dobby
loom. Includes flyshuttle, regular and sectional
beams, extra reeds. Perfect condition. Call
Joan (818) 366-5375.

FOR SALE: Handloom jacquard head. Heavy
duty iron & steel construction. 600 hook. Com-
plete with cards, hand punch and lingos. May
be mounted over any width foom. For sale: 2
each, 30-shaft handloom dobby heads. Com-
pletely rebuilt and newly painted. Can be
mounted over any loom. Send phone number
with inquiry. Interweave Press, Box A, 201
East Fourth St., Loveland, CO 80537

FREE FRE!GHT ON SCHACHT, HARRIS-
VILLE, Leclerc, looms in continental USA! Also
dealers for the AVL Baby Dobby, Kyra,
Glimakra looms. Loom brochures upon request
with SASE. The Fiber Studio, PO Box 637
Henniker, NH 03242. (603) 428-7830.

LOOM FOR A LIFETIME. Imagine a loom,
designed by a weaver and built with all the care
of a fine piece of furniture; a loom with smooth,
quiet, convenient operation. A Jefferson Loom
is a delight to the eye, to the touch, and to you,
the weaver. Brochure: Jefferson Woodwork-
ing, 7202 South Pass Road, Maple Falls, WA
98295. Video—$6 returnable. Phone (206)
599-2729.

MOVING TO SMALLER QUARTERS! Seliing
collections of antique looms, equipment, and
textiles. Write for details: The Looms, Shake
Rag St., Mineral Point, Wl 53565. (608) 987-
2277

GREAT DEALS!

Schacht » Glimakra ¢ Norwood  Ashford  Louet
Harrisvile Designs  Clemes & Clemes  Gaywool Dyes
Bond Knitting Machines ¢ AVL Baby Dobby
Weaving, Spinning. Knrtting Supphies. Mo Order, Irstruction
No Sales Tax, M/C. Visa. Discover
411 N. Rodney Helena, MT 59601 406/443-3359
Toll-Free 1-800-622-3013
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NEW AVL 48" DOBBY LOOM, 16 harness,
double flyshuttle, sectional beam, automatic
cloth advance, many extras, $5000. Carla Ber-
lin, 1972 Hunters Ridge, Bloomfield Hills, Ml
48013. (313) 334-4650.

OMAHA LOOMS (formerly Newcomb Loom)
now manufacturing automatic fly shuttle (W.D.)
and Studio. Also parts. Write: Omaha Looms,
8517 N. 46th Ave., Omaha, NE 68152. (402)
453-3519.

PROCESS WOOL AND EXOTICS with our
specialized equipment. Exciting Deluxe drum-
carder now with carding rolls for all fibers.
Motorizing-Unit available for Patrick Green
Carders. New Triple-Picker for fantastic open-
ing and blending of kid mohair, specialty fibers
and all wools. We pay duty and freight. Write
or phone for details. Patrick Green Carders
Ltd., 48793 Chilliwack Lake Rd., Sardis, B.C.,
Canada V2R 2P1 (604) 858-6020.

RUSSIAN TYPE PADDLE WOOL combs. Now
available. For more information send SASE to
J.A. Meck, PO Box 756, Cornelius, OR 97113.
Phone (503) 628-2696.

73" CRANBROOK 8-HARNESS maple floor
loom, $3800 plus shipping. Five foot maple
weaving bench, $200 plus shipping. Perfect
condition. Call Pat (303) 772-0667

32" MACOMBER LOOM, 12 harnesses, plain
beam, folds. includes bench, 6 reeds, raddle,
lease, angel and winding sticks and disks.
$1600. M. Jarvis, (203) 226-7711

THOUGHT PRODUCTS “BARBARA 5”
LOOM #71 made in 1976. Jack, counterbal-
ance and/or countermarche. 8-harness, 52"
weaving width. Solid cherry. Excellent condi-
tion. $1700. Tools of the Trade 54" 4-harness
$1200. Contact Joann Hosmer, RD #2, Irwin,
PA15642. Daytime (412) 744-2266; night (412)
744-2730.

USED LOOMS & FIBER ARTS EQUIPMENT:
Northwest States only. Send $1 and SASE (for
current issue), or $3.50 (no envelopes) for one
year/5 issues to: Loom Exchange, 1171 Fair-
view Ave. N., Seattle, WA 98109. (206) 632-
4137

WEAVING AND SPINNING EQUIPMENT at
discount prices!! Looms—Harrisvilie, Kyra,
Louét. Spinning wheels—Ashford, Clemes &
Clemes, Haldane, Lendrum, Louét, Peacock,
Tennessee great wheel. All accessories, yarns,
fibers also available. SRH sample catalog free
with your loom or wheel purchase. Call or write
for information today! Business hours M-F,
8-1 or whenever. Price list free. Sample cata-
log $8.50. Suzanne Roddy—Handweaver,
1519 Memorial Drive, Conroe, TX 77304. (409)
756-1719.

WOOL PICKERS©, WOOL COMBS®,
BLOCKERS®, Skein Winders®©. Flax process-
ing equipment, and accessories for each made
from hardwood, finished with Danish oils
and/or plasticized; each designed and crafted
for handspinners by Meck. For more informa-
tion send SASE Meck’s, PO Box 756, Corne-
lius, OR 97113. Phone (503) 628-2696.

WEAVERS’ RAG CUTTER—RIGBY
The original cloth stripping machine, Model B, for
cutting strips of cloth from 1/2" to 2" wide, suit-
able for weaving and braiding. Price $88 plus $5
shipping. Other models available for hooking and
cutting strips 3/32" to 1/2" RIGBY, P.O. Box 158,
Dept. HW, Bridgton, Maine 04009.

CONSIGNMENT AT THE SPINNERY -
We buy, sell and take on consignment
new and used fiber equipment. Classes
in weaving, spinning, knitting, bobbin
lace, basketry and more. Source for used
books. The Spinnery, RD2, PO Box 156,
RT 202 N., Neshanic Station, NJ 08853
(201) 369-3260

High tension, heavy duty,
professional tapestry looms
with roller beams and
Call (206) 573-7264 other weaving accessories.
or write to

10402 N.W. 11th Ave., Vancouver, WA USA 98685

CYREFCO’s “PEGASUS”

Retrofit your traditional loom with our
16-shaft balanced-shed dobby system.
Quickly punch your dobby program on our
special Cyrefco dobby loop paper. (No
expensive pegged dobby chains needed.)
Then weave away using just two treadles.
Each treadle provides a complete shed
change. All parts necessary for the
conversion are provided. Catalog $2.00.

CYREFCO
P.O. Box 2559, Menlo Park,
CA 94026 (415) 324-1796

URer?

FIBERS

A COSTLY MILL ERROR—You profit! High
quality bombyx mori silk and tussah silk rovings
were cut into 1" to 2" lengths. Now great for
dyeing, blending, and spinning. Both silks avail-
able in limited quantities, packaged separately
at $16 per 8 oz. bag. Hurry order now! Custom
Handweaving, Dept HCT2, PO Box 477 Re-
dondo Beach, CA 90277-0477

A SPINNER’S DREAM—Have you spun silk?
Now is your chance! We have commercially
degummed and dyed silk fiber in 15 exciting
colors at $*6 per 8 oz. bag. Quantities limited,
hurry! Send a SASE for list of colors to Custom
Handweaving, Dept. HCT1 PO Box 477 Re-
dondo Beach, CA 90277-0477

CANADIAN YARNS RETAIL. Fine wools,
tweeds, mohair, cottons, fancies, linen 35/2 to
10/6. Price & sample lists. Mailing to U.S. $1
Talisman Clay & Fibre, 1370 7th Ave., Prince
George, B.C., Canada V2L 3P1

CLEAN AMERICAN FLEECE. Fleece pro-
tected by sheep covers year round. Whole
fleeces. Write for prices and catalog. River
Farm, Rt. 1 Box 401 Timberville, VA 22853 or
call 1-800-USA-WOOL or (703) 896-9931

COTTON! Having trouble obtaining UKI perle
cotton? I've lots of it (3/2 and 5/2) for sale.
Various colors. Reasonably priced. Jane Her-
man, W3091 Koch Rd, Fort Atkinson, WI
53538.

COVERLET WEAVERS. Historical natural-
dyed wool singles. Indigo, madder red, green,
walnut brown, cochineal red. Samples, bro-
chure $1 Indigo Unlimited, 26 Bouker St.,
Greenfield, MA 01301

DISCOUNT SPECIAL: ROVING $6/lb—white,
naturals—Romney, Lincoin, and blends. Lin-
coln silver fleece $3/Ib. $.45 LSASE. Pintler
Sheepcamp, 530 Faucher Moxee, WA98936.
(509) 453-0183.

EXOTIC FIBERS. Cashmere, camel, mohair &
alpaca yarns. Now in spinning fibers too! Yarn
samples $1 plus #10 (large) SASE ($.65). Cus-
tom Handweaving, Box 477 Dept. H, Re-
dondo Beach, CA 90277-0477

NORTHWEST LOOMS
The PIONEER tak(is the timg out of warping

Open Reed & patented Open-Top Heddles
» Warping is quick and easy
= Warp up to 9 yards right on loom
« Jack-type table loom
* Up to 16 harnesses
« Crafted of Eastern hardwoods
* VHS demo video available for $10 deposit
NORTHWEST LOOMS

P.O. Box 98122, Seattle, WA 98198
Visit us at Convergence '90

EXQUISITE 6-PLY MERCERIZED cotton
(1400 yd/Ib) for warp, garments, wallhangings.
Send $2 for samples of cottons, wools, etc.
Bonnie Triola, 5694 Garwood, Fairview, PA
16415. (814) 474-3554. Wholesale to stores
and production weavers.

FIRST QUALITY COTTON LOOPERS for
weavers. Dense, fluffy, natural (cream) colored
loopers, $.85/b plus shipping. Minimum
order—30 pounds. Order from The Ewe Tree,
Peninsula, Ohio. (216) 650-6777

FREE CATALOG WAITING for you! Exciting
selection of hard-to-find spinning fibers. Popu-
lar domestic and imported yarns. Mail order
samples: fiber $3, yarn $3. Curtis Fibers, Rt.
1 Box 15H, Ritzville, WA 29169.

HANDSPUN ANGORA YARN. White $8.50 an
ounce. Dyed $9.50 an ounce. Angora hand-
plucked fiber $3.75 an ounce. Delivered. Sam-
ples $2, SASE. Lieber Designs, 935-H Rodeo
Queen, Fallbrook, CA 92028.
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LINEN RUG WARP 8/5. Highest quality from
Ireland. Professional weaver’s put-up on 2-lb
tubes. Please send SASE for quantity prices &
samples. Glimékra Looms ’n Yams, 1304-A
Scott St., Petaluma, CA 94952. Call (800) 289-
9276 or (707) 762-3362. MC & VISAwelcome.

LUXURIOUS MOHAIR, 15 vibrant colors; silky
cotton, 25 colors; handspun and hand-dyed.
Samples $5 to Fiber Company Specialty
Yarns-H, 600 N. Trade St., Winston—Salem,
NC 27101

MILL END YARNS at wholesale prices. Yarn
Dealers Only! Send $3 for yarn list and samples
to: Glenn Gibson Co., 1819 E. 7th St., Char-
lotte, NC 28204.

MILL END YARNS, threads, etc. Natural, syn-
thetic and blends, varied sizes and types. New
items added constantly. Low mill-end prices on
yarns. Sample catalog and mailing list for 1
year $3. The Gleaners Yarn Barn, PO Box
1191 Canton, GA 30114,

MILL ENDS, wools, cottons, synthetics, and
blends, all sizes and textures, for weaving or
knitting machines. Mill end mailings, minimum
six per year, $3. Linda Show—Fibers, Fiber
Headquarters of the Southeast, 3209 Doctors
Lake Dr., Orange Park, FL 32073.

NATURAL COLOURED MOHAIR—quality
fleeces, beautiful shades of silver/black and
light red/brown. Clean, washed. See for your-
self. Send SASE for sample card! Oregon
Coloured Angora Goats, 21453 Hwy. 126,
Noti, OR 97461 (503) 935-7229.

NORSK KUNSTVEVGARN 100% Spelsau
yarns. Samples for tapestry $3, knitting and
weaving $5, Nordic fleece/rovings, $4. Catalog
$1 Norsk Fjord Fiber, PO Box 271-H, Lexing-
ton, GA 30648.

DYED
SILK YARNS

NOW AVAILABLE FROM

Yhe itk Yoo

ADIVISION OF SELECT SILKS INC.
DEPT.H BOX78 WHONNOCK, B.C. CANADA VOM1S0
PHONE (604) 462-9707

FAX  (604) 462-0150
SAMPLES $5.0¢

FIESTA YARNS

Bursting with color and excitement. Hand-dyed to
stimulate your imagination and illustrate your
creativity. Mohair, rayon, cotton, silk, wool. Mail
order. Send $4 for color cards. P.O. Box 2548,
Corrales, NM 87048. (505) 897-4485.

Rainbow-Dyed Yarns
For weaving & knitting. Traditional &
current colors. Wool, silk, cotton and
blends. Spinning fibers also. Samples $4
with 45¢ SASE.

CUSTOM COLORS
4743 Balsam St. » Las Vegas, NV 89108
(702) 645-4227

LINEN WARP LINEN WARP LINENW

JAv

For all rugs  highest quality wet-
spun Irish linen warp. Comes in sizes
8/2, 8/3, 8/4, 8/5, 8/6. Available from
Glimikra Looms ‘n Yarns, 1304 Scott
St., Petaluma, CA 94954-1181. Call
(800) 289-9276 or (707) 762-3362. MC &
VISA welcome.

P LINEN WARP LINE
NIT JIVM NANIT

[~

VM NINIT JIVM NINIT JdIVM NI

Mill Valley
Yarn & Weaving

138 Throckmorton

Mill Valley, CA 94941

When visiting the San Francisco Bay
area, stop in and see us just 15 minutes
north of the Golden Gate!

Fine Knitting & Weaving Yarns, Spinning Supplies,
Looms & Accessories * phone - 415-383-1650

MILL ENDS BY
MAIL ORDER? We
sure do. FREE
SAMPLES? Just ask.
GOOD PRICES? Terrific.
AND DISCOUNTS?
Nobody does it better!
For current samples, write to WEBS, P.O.
Box 349, 18 Kellogg Ave., Amherst, MA
01004. Or call (413) 253-2580.

QUALITY HANDCRAFT FLEECES
DIRECT FROM NEW ZEALAND
Superb fleece wool especially bred for
handcrafts. Clean fleeces, 6 Ibs., well-
skirted, wide selection of colors, all $2.95/1b.
P&P extra, reductions for large orders.
Carded wool, greasy and washed also
available. Orders posted worldwide with
moneyback guarantee. You can rely on me
for prompt, personal service. Send today for

free brochure and samples.

JANETTE MCKENZIE, “Gorrie Downs,”
Greta Valley R.D., North Canterbury New
Zealand

YARNS FOR LESS
By purchasing in bulk, you can save
up to 25% on your yarn purchases.
We stock a wide variety of
yarns—22/2 Cottolin, 8/4 Carpet
Warp, Avanti, Mop Cottonin 3
thicknesses, Harrisville Shetland,
Saucy Cotton, 3 weights of Browns’
Wools, and much more. Free
updates and mill-end offerings. Friendly and fast
service. Call or write for a sample packet: $9.50
postpaid. the Weaving and Knitting Shop, inc.,
1702 Walnut St., Boulder, CO 80302.
1-800-262-5545 (in state: 303-443-1133).
VISA & MASTERCARD ACCEPTED

e
WEAVING

ol

KNITTING
SHoP

PRACTICAL WOOL AT PRACTICAL
PRICES. Warm, cozy, & soft medium to me-
dium-fine grade wool in spin or felt-ready
rolags, $1.35-$1.50/100 gr. Whites, natural &
some dyed colors. Quilt batts from $5.75/b.
Samples SASE plus $1 Cambridge Woolen
Shop, Rt. 2, Box 270, Cambridge, MN 55008.
(612) 689-5659.

SILK FIBER LOOPS/Luxury rag accents add
rich texture to apparel and crafts. Ideapack/30+
samples, $8. SILK TREASURE BAGS—one
pound natural/hand-dyed silk fiber in skeins,
rovings, $7 Fantasy Park, 12305 Firthe of Tae,
Ft. Washington, MD 20744.

SILK, SILK, SILK. 60 exciting colors—Douppi-
oni; 2/14 spun; cultivated & tussah plied; silk &
camel; tussah & acrylic. Quantities limited.
Samples $5. Custom Handweaving, Box 477
Dept. H, Redondo Beach, CA 90277-0477

TRUDY VAN STRALEN. Natural dyed mohair,
silk, wool. Vibrant colours are our trademark.
Set of sample cards $10.00. RR 4, Prescott,
Ont., KOE 1TO, Canada. We ship F.O.B.
Ogdensburg, NY

WOOL MILL ENDS, 2 & 3 ply. Send SASE for
current samples. $4.50/lb + shipping. Louét
products also available. Eileen VanSickle,
12918 Wolf Rd., Grass Valley, CA 95949. (916)
268-1271

YARN OF THE MONTH CLUB. Receive one
pound yarn a month with options on colors. For
information, send SASE. The Weaver’s Col-
lection, 1020 West Beach, Pass Christian, MS
39571

y KID MOHAIR
U%M ?‘ém FINE WOOL
Fine fibers... SILK*ALPACA
from Tgxas and CAMEL DOWN
other nice places.
( N ASHFORD fiber samples $2.00
SPINNING 919 Lake Dr.
(g»\ WHEELS Weatherford, TX 76089

Icelandic Wool
Yarn, Pencil Rovings, Combed Tops, Fleeces
Louise Heite, Importer
Box 53, Camden, Delaware 19934-0053
Toll-Free 1-800-777-9665
Call for a price list

See our sample sets in your home. Select trom
a large variety that ls certain to please you.

Order those sets of specitic
interest, only 3 50 each.

5/2 PERLE COTTON
. 16/2 MERCERIZED COTTON
. COTTON FLAKE
. SILK
. SHETLAND WOOL/POLYESTER
. RAYON CHENILLE
NATURAL COTTON WARPS
Quantities large or small, we rapidly fili them all.
P. 0. BOX 148A, AKRON, NY 14001
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INSTRUCTION

ART RESORT in the midst of redwoods, 5
minutes from the ocean. Room and breakfast
included. Call Elfies’s Place (916) 549-3328, or
write to Elfie’s Place, PO Box 547 Bella Vista,
CA 96008.

COLLOQUY AND SUMMER WORKSHOPS,
specializing in complex equipment and weave
structures. The Looms, Shake Rag St., Min-
eral Point, WI 53565. (608) 987-2277

COMING TO ENGLAND? Residential spin-
ning and weaving tuition offered in well-
equipped country studio. For brochure write
Malcolm and Elizabeth Palmer, Crown Cot-
tage, Gretton, Northamptonshire, NN17 3DE,
England. Tele: 0536-770-303.

INDULGE YOURSELF WITH FIVE DAYS of
individualized weaving instruction while being
pampered in our charming antique-filled coun-
try home. Gourmet country meals served daily.
Our well-equipped studio provides private in-
struction Monday through Friday. Tour to AVL
Looms on Tuesdays. Write or call for confirma-
tion of dates and cost of tuition which includes
room and all meals. Airport shuttle provided
from Chico, California to Orland. Heritage
Handweaving, Rt. 3, Box 3086, Orland, CA
95963. (916) 865-5745.

INSTRUCTION VIDEO—calculating, winding
a warp and dressing the loom. $40 prepaid.
The Gypsy Press, 801 Barks Rd. E., Marion,
OH 43302.

JOANNE HALL WORKSHOPS. Individual in-
struction in my studio; techniques & design,
beginning & advanced. Elkhorn Mountains
School, SR Box 165, Clancy, MT 59634.

KATHRYN WERTENBERGER, author of 8, 12

20: An Introduction to Multishaft Weaving
and co-author of Handwoven, Tailormade, is
available for workshops and lectures. Write to:
10982 Twin Spruce Rd., Golden, CO 80403.
(303) 642-7724.

LEARN RUG, TAPESTRY WEAVING.
Beginner’'s mountain retreat. Experience tran-
quility, success. Individualized. Earning poten-
tial. Brochure: Loewe School, Box W-3, Di-
vide, CO 80814. (719) 687-3249.

THE LOOM SHED

“WEAVING SCHOOL
Charles A. Lermond
14301 State Rt. 58
Oberlin, OH 44074 « (216) 774-3500
Tuition, Room & Board—$200/week

Egen Weaving Studio

The Gh'm‘ﬁkrs® Weaving School
of Tucson

looms¥Yarns
instruction

2233 E Hawthorne
Tucson, AZ 85719

602 /325-0009

RIVER FARM WEEKENDS & FIBER SATUR-
DAYS. March—August 90 on the banks of the
Shenandoabh in the Valley of Virginia. Beginner,
Intermediate and Advanced Handspinning,
Priscilla Blosser-Rainey. Overshot Weaving,
Polly Scott. Indigo/Cochineal Dyeing, Maretta
Crider. Beginning Weaving, Maretta Crider.
River Farm House bed and breakfast. Free
schedule/catalog. The River Farm, Rt. 1 Box
401 Timberville, VA22853. VA (703) 896-9931
Outside VA 1-800-USA-WOOL.

THE WEAVERS’ SCHOOL. Spend five days in
weaver-heaven and learn the basics of pattern
weaving. Classes introduce the 4-shaft weaver
to the joys of more than four and the drawloom.
Also: coverlets on four-and-more; pattern with
supplementary warp and weft; and piqué,
finnweave, and other patterned double
weaves. For brochure: Madelyn van der
Hoogt, The Weavers’ School, Rt. 1 Fayette,
MO 65248. (816) 248-3462.

WEAVING WORKSHOPS. Instruction on Swe-
dish looms. Apply Lilly Bohlin, c/o PO Box
2296, Qualicum Beach, B.C., Canada VOR
2T0.

BLUSTER BAY
WOODWORKS

"GLORIOUS SHUTTLES
|

! catalog of
exotic hardwood shuttles

with color photos
2.50

wholesale inquiries invited

PO.Box 1970 Sitka, Alaska 99835

COOPERSTOWN TEXTILE SCHOOL
Textile Identification Workshops

Unusual 4-day and one-week workshops
How To Identify and Date Textiles
Basic Textile Conservation
Technology of Textile Manufacture

18th thru 20th Century
Workshops Include hands-on opportunity
on hand and- power equipment

All Workshops Taught By Rabbit Goody
For Class Schedule and Brochure:

Cooperstown Textile School
P.O. Box 455
Cooperstown, NY 13326
607-264-8400

LITERATURE

AN ILLUSTRATED GUIDE To Making Oriental
Rugs, originally $14.95, now available for $6
plus $1 shipping. Orders to Gordon Scott, 73
Travis Rd., Tulia, TX 79088.

THE JOURNAL FOR WEAVERS, Spinners,
and Dyers (UK.} Published quarterly. Subscrip-
tion UK £9.80. Overseas (sterling only) £12.50
(surface mail) £15.75 (air mail). Payment by
Mastercard/Visa welcome. The Journal (HW),
38 Sandown Drive, Hereferd HR4 9LW En-
gland.

PIQUE: PLAIN AND PATTERNED by Donna
Sullivan. Send $12.95 + $2 handling to Sulli-
van Publications, 1134 Montego Road West,
Jacksonville, FL 32216.

REPS, technique de creation de tissage
traditionnel et moderne, (French). 157 pages,
photos, designs, schemes, $8. Postage $2.
French-English Weaving Glossary, $1.50. Pos-
tage $.50. Bibiane April Proulx, 176 rue des
Frenes, ouest, Quebec, G1L 1G5 Canada.

WARPING BACK TO FRONT by Louise E.
Fredrickson & Linda Stevens-Sloan. Detailed
instructions, illustrations for 1 or 2 people. Send
$10 + $1.50 s/h (Floridians add sales tax) to
Linda Stevens-Sloan, 3535 Old Lockwood
Rd., Oviedo, FL 32765 (dealer inquiries wel-
come).

i ?
/b N Searching for Software?

The new edition of Software for Weavers...a resource is a 200 page
directory for finding, selecting and evaluating software. It contains
program features, sources, computer requirements, review references
and 80 pages of sample printouts including color!

$31 U.S. ($35 Cdn; $48 Cdn overseas.) VISA

Lois Larson, 25 Montcalm Ave., Camrose, Alberta T4V
2K9. (403) 672-2551 Wholesale inquiries welcome

EEIBER Iv

on Magnificent Whidbey Island, WA.
Workshops with Jack Lenor Larsen,
Sharon Alderman, Madelyn van der

Hoogt, Martha Wetherbee, Sigrid

Piroch, Martha Stanley, Nancy Harvey,
Jean Scorgie, Patricia Spark, Mary

Berent, Linda Knutson and Jane Evans,

9/17-23. Sarah Natani, Navajo

Weaving, 8/25-29. Coupeville Arts
Center, P.O. Box 171H, Coupeville,

WA 98239 (206) 678-3396.

-F_ﬁ—-‘-—-ﬁ-!'ll

AT LAST! ANNOUNCING PUBLICATION!

The Repp Family 1
Memorandum &
Weaver’s Book:
1735-1831

- —
- -

e

This book contains reproductions of the weaver’s
hand-drawn pictures and related materials, plus
translations. Interesting historical, musical and

medical notations are summarized.
*+* AVAILABLE AT CONVERGENCE *90+**
Ruth S. Kerr, 47 N. Main St., Homer, NY 13077
-‘_

ShuttleCraftBookS
P :

Learn from the best.
Books by Mary Atwater Harriet Tidball,
Virginia Harvey, Anita Mayer and MORE!
Write for our free catalog of 40 titles.

P.O. Box 550 HZ E

-
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SOFTWARE

MINDWEAVE1.42X. 65,536 colors, $250.
MINDWEAVE1.42. 136 colors, $180. Now
twice as fast! IBM EGA/VGA compatibies. Most
visually true-to-life with 99 thread widths, spac-
ings, texture, and continuously variable magni-
fication. Easy to create simple to very complex
fabric designs. Up to 32 harnesses, 64 trea-
dles, dobby. 2000 ends, 2000 picks. Over 100
B&W, color printers. Unlimited customer sup-
port. Free information. Mindsun, Dept. H,
RD2, Box 710, Andover, NJ 07821 (201) 398-
9557

THE WEAVER. Still the standard multi-harness
weaving drawdown program for the Apple i
series microcomputers. Features color, magni-
fication, rising and sinking sheds, interactive as
well as automatic treadling, databasing of de-
signs and beautiful printouts. Send $49.95 for
disk plus manual. For complete information
contact Compucrafts, PO Box 326, Lincoln
Ctr., MA 01773. Ask about our software for
Cross Stitchers!

AMIGA DESKTOP WEAVING.
WEAVE-IT and WEAVE-IT PLUS for the
Amiga 500, 1000 & 2000. WEAVE-IT is a
full-featured weaving program that is
compatible with a full range of Amiga
graphics and desktop publishing software.
Up to 12 hamesses—14 treadles. WEAVE-IT
PLUS includes utilities to calculate and
print, warp, weft and sett (US and Metric).
WEAVE-IT $69.95 US. WEAVE-IT PLUS
$84.95 US. Shipping and handling $5 US.
For orders or further information contact:
Joyee 1. Peck, Box 1051, Qualicum Beach,
B.C., Canada VOR 2T0. (604) 752-3364.

EAVER FRIENDLY
Discover AVL
Weaving Software

IBM

ENERATION II—AVL's original software
¥ has been updated to 24 harnesses. Fast and
powerful, Gen Ilis available for either EGA or CGA.

AVE PLANNER —The easy-to-use soft-

¥ ware for all weavers. Now available in aspar-
EGA version with over 100 colors.

g ESIGN AND WEAVE—Europe’s most
# popular program comes to America. Features a
new manual with an excellent tutorial. Works on all

Macs—Plus, SE and I1.

APPLE 11
NERATION II—Provides all the tools you

need to create weaves up to 16 harnesses.

Al AVL programs interface with the AVL Compu-Dobby
loom.

Send $2 for a complete catalog
AVL Looms

601 Orange St., Dept. #2
Chico, CA 95928

KNOTS & TREADLES
101 E. Plttaburgh Street * Delmont, PA 15626
(412)468—-4265 * CATALOG 3-Stamps * DYES
SHEEP on Everythingl SHOELACES, BALLOONS,
SOCKS...} SHEEP PRINT FABRICS (Swatches $5)
Weaving & Spinning * Supplles & Equipment
VHS Video Rental Library via UPSI
TAHKI'S YARNS ® CLOSEOUT COLORS

as LOW as $2.25/SKEIN!

THE WOOL ROOM
Curry Great Wheel, Schacht, Louét &
Ashford looms and wheels ® Bond knitting
frame—$200 + shipping ® Knitting and

weaving yarns & accessories ® Exotic fibers

& fleeces ® Specialty Jacob

Catalogue: $1 + LSASE
By appointment or mail order
(914) 241-1910—Susan & Nancy
Dept. H, Laurelton Road,
Mt. Kisco, NY 10549

BOOKS BOOKS BOOKS BOOKS BOOKS

The Unicorn Textile Book Catalog
contains over 500 new, old &
unusual books on weaving,
spinning, dyeing & knitting. Send $1
for p&h to:

UNICORN BOOKS
1304 Scott St., Petaluma, CA
94954-1181

0048 S¥O00d SI00E SI00d SI00d
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We are the Rug Weaving specialists. Our large
volume means lower, discount prices. We carry
a large selection of beautiful cotton rags on
coils, 8/4 cotton warp, rug filler, loopers, braid-
ing equipment and more. We pay shipping!
For catalog and samples send $1.00 handling
to: GREAT NORTHERN WEAVING, P.O.
Box 361B  Augusta, MI 49012.

SUPPLIES

BASKETMAKING SUPPLIES. Excellent reed,
hoops, handies, books, kits. Classes. Retail.
Wholesale. Catalog $1 (refundable). The Bas-
ket Works, HW, 4900 Wetheredsville Rd., Bal-
timore, MD 21207

BASKETRY SUPPLIES, BOOKS, classes. 32-
page catalog—$1 (refundable). Caning Shop,
Dept. IWP, 926 Gilman St., Berkeley, CA
94710. (415) 527-5010.

DISCOUNT PRICES ON LOOMS, wheels, ac-
cessories, yarn. Glimakra, Schacht, Harrisville.
Send large SASE for yarn samples or call, write
Barb’s Weaving & Spinning, 582 Bethel
Church Rd., North East, MD 21901 (301) 287-
5623.

LOOM COVERS TO PROTECT your loom.
Send SASE for brochure/price list. The Loom-
pal, 8113 Indian Paint Brush Rd., Bozeman,
MT 59715. (406) 587-8260.

NYLON EDGING, (Chiffon). Send self-ad-
dressed stamped envelope for color samples
to: Mar-Var, 1614 E. Workman Ave., West Co-
vina, CA 91791

QUALITY BASKETWEAVING & chairseating
supplies, books, kits. Catalog $.50. Prompt.
Low prices. Retail/wholesale. Ozark Basketry,
Box 9G, Kingston, AR 72742. (501) 665-2281

SHIPPING FREE on all looms, wheels and
equipment orders over $150. Yarn discount
program. Free brochure. Quick, careful ser-
vice. Webs, PO Box 349, 18 Kellogg Ave.,
Amherst, MA 01004. (413) 253-2580.

PATTERN ANALYSIS PROGRAM—
Version 1.2. New release of popular PA Program
for IBM computers and compatibles. New easy
entry of pattern draft. Program gives: minimum
number of harnesses and treadles needed;
optimum hamess threading and treadling
sequences; tie-up chart; and printed output and
diskette storage of pattern data. A powerful tool
for weavers. For more details send SASE to
ECOR Company, P.O. Box 6666, Rochester,
MN 55903.

N S S
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FIBERWORKS PCW

DESIGN PROGRAM FOR IBM PCs.
Easy to learn: 2-16 shafts, 2-32 treadles,
640 ends, 960 picks. Drawdown, color &
weave, profile and block substitution.
Mono or color printing. Specify monitor
type (CGA, EGA, VGA, Hercules) and
disk size (34" or 5%"). US $110,

CAN $130 (cheque or Visa). Demo $10.
Ontario residents add sales tax.
FIBERWORKS, 27 Suffolk St W, Guelph,
Ontario., Canada N1H 2H9
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HE WEAVING STUDIO

Yarn, looms, spinning
supplies, books, classes
& woven items

5% off sug. retail price of
any floor loom purchase
Schacht-Norwood-Harrisville

The Weaving Studio
812 S. Summit
lowa City, lowa 52240
319/338-1789
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WARTIME
COTTON

While the cotton industry
was making vital contribu-
tions to the nation in peace-
time, it proved indispensable
to the national defense in time
of international conflict. In
World War I, cotton linters—
the residual fiber left on cot-
tonseed after ginning—
emerged as an important
source of cellulose for making
smokeless gun powder. And
in World War II, cotton
moved swiftly to meet the
nation’s needs for expanded
quantities of food, feed, and
fiber. Six months after the
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United States entered the war,
the cotton textile industry had
turned 69 percent of its equip-
ment to producing items es-
sential to the nation’s war ef-
fort. In all, more than 11,000
cotton products appeared on
the Army Quartermaster
Corps’s procurement list.

By 1943, priority demands
were taking more cotton than
the total average American
consumption before the war.
And with almost a third fewer
spindles than in World War I,
the U.S. cotton industry
tumed out nearly twice as
much goods. Besides helping
feed, equip, and clothe the mil-
itary, cotton continued to meet
the essential clothing require-
ments of 130 million civilians.

—National Cotton Council
of America

THE HANDWOVEN

50+ YEARS OF
NYLON

None of the duPont scien-
tists who invented nylon in
the 1930s could have envi-
sioned that an estimated 8 bil-
lion pounds would be manu-
factured worldwide 50 years
later, for use in thousands of
items from clothing and car-
pets to lacrosse sticks and cir-
cus tents.

After years of experiment-
ing, chemists produced a
tough, durable, flexible fiber
using chemical building
blocks derived from coal tar,
air, and water. When the in-
vention was announced in
New York in October 1938,
the story was buried on page
24 of the New York Times and
almost ignored by the Wall
Street Journal. DuPont stock
fell by a point and a half on
Wall Street. But when duPont
research vice president
Charles M.A. Stine made the
announcement before a na-
tional women’s conference,
the audience applauded loudly
when he said nylon could be
used for run-resistant stock-
ings.

Silk stockings were ex-
tremely delicate and easily
torn, didn’t keep their shape,
and became baggy at the an-
kles from body heat. But
those lucky or affluent enough
to afford them carefully
wrapped them in tissue paper
as treasured symbols of
glamor and elegance.

Today, according to the Na-
tional Association of Hosiery
Manufacturers, American
women spend about $3.5 bil-
lion annually on sheer ho-
siery, 99 percent of it contain-
ing nylon. Seams down the
back disappeared during the
early 1950s, when textile
mills discovered how to knit
hosiery yarn in cylindrical

COMMUNIQUE

edited by Bobbie Irwin

tubes. The advent of stretch
nylon in the late 1950s led to
the introduction of waist-high
pantyhose, which allowed
women to throw away their
garters and belts and join the
miniskirt revolution of the
1960s. Pantyhose now ac-
count for 70 percent of ho-
siery sales.

—Associated Press

A

MIDCENTURY
VIEWPOINT

Aside from the fun of
handweaving, can we find jus-
tification for it in this machine
age and world? Handweaving
is not justified unless we do
the thing that the machine can-
not do, or unless we do it bet-
ter. We don’t weave our
sheets—Lady Pepperell and
Mr. Cannon can do much bet-
ter jobs than we can, and
more economically. We can
find the same answer to every
other fabric in our daily lives,
except for that intangible qual-
ity known as “individuality”
We are willing to accept mass
production and assembly lines
just so far, but there is always
a point at which we rebel and
want something that is our
very own.

Handweaving then, as a
means of production, is not
justified, but if we place it in
the field of art, it needs no fur-
ther justification than its own
existence.

A backward look at our
handweaving shows that we

weavers have not been too cre-
ative—we have spent most of
our energies in collecting
“new patterns” in the same
old weave and our “‘new” pat-
terns have not been new at all.
In the twenties and thirties our
weaving was predominantly
pattern. We overlooked the
fact that no one pattern or
weave was suitable for every-
thing and we often ignored
the fitness of fabric to use.

It was in the early forties
that the style pendulum began
to swing violently away from
pattern and toward color and
texture. It was then that hand-
weavers really made more
progress in the designing of
fabrics and in creative weav-
ing than in all the preceding
years of this century.

Now at the beginning of
the fifties, it is time for us
weavers to collect the best
from our rich heritage and
bring our weaving to its great-
est glory. Our task in the com-
ing years is to sift out what is
useless today and to rescue
those techniques which can be
translated into forms that will
be thoroughly in step with the
times.

And thus we face the chal-
lenge of the future. We re-
solve that we will no longer
weave our fabrics in the same
old way merely because they
have always been done that
way" nor will we throw to-
gether colors and textures
with no further thought than
to be “modern” We will con-
sider carefully the use to
which we are going to put our
fabrics, and then we will
choose the most appropriate
yarns, the most interesting
draft, and the most advanta-
geous treadling to produce the
best possible fabric for its sur-
roundings.

—Berta Frey, Handweaver and

Craftsman, April 1950
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SONG TO THE
SKY WEAVERS

Earth, our mother,

Sky, our father,

We bring gifts of love to you,

Earth mother, sky father, life
weavers.

Weave our bright blanket of
life,

Warped with moming white
light,

Wefted with evening red light,

Fringed with woven rain,

Bordered with little rainbows.

Weave our bright life blanket.

We walk in bright colors
Where birds sing,

Walk in beauty

Along a green trail
Through our life grass.

O, mother Earth, O, father Sky.
—Tewa

Translation by Herbert J. Spinden,
Little Square Review;

contributed by Beverly Ryan,

San Bernardino, California.

1950: ANEW MAGAZINE

There were, a sound trade source estimated
about two years ago, some 125,000 handweavers in
the United States and Canada. Just the other day an
extremely conservative representative of the yamn
business said that estimate was far too low—right
now there must be close to 300,000.

Handlooms are being set up everywhere from
the High Plains of Kansas to penthouses on top of
New York'’s tallest towers. A great variety of fabrics
is being produced which are of artistic, social, and
economic importance.

One of the most interesting assignments for this
magazine will be to record [the] progress in cooper-
ation between craftsmen and manufacturers, espe-
cially in textiles, where handweavers are making
some rather spectacular contributions. Handweav-
ing is not a nostalgic retreat to a simpler and per-
haps pleasanter economy—though no one can ne-
glect the valuable traditions in which it is rooted—

SPINNING WHEEL TOTE BAGS
designed for any style wheel. Protects
wheel while travelling, easy to carry,
allows hands to be free.

Large pockets for accessories.
Choice of fabric-sculptured velvet, tapes-
try, or denim in variety of color,pattern.
SASE to:

BY THE BAY CREATIONS
691 Montgomery, Coos Bay, OR 97420

but an active force in the production of materials

for satisfactory modern living.

We shall endeavor to present a comprehensive
report of what is going on, as the revival of this
most ancient craft continues to gain momentum.
The important thing is for weavers to know what
other weavers are doing and thinking. It is only
from comparison and competition that standards of
quality in design and craftsmanship develop which
will be valuable both to the individual weaver and
to the whole field of textile design.

—~Handweaver and Craftsman, premier issue, April 1950

THOSE WERE THE DAYS...

Adbvertisements from the early 1950s included these.

Z-Handicrafts, of Fulford, Quebec, offered individual weaving instruction for $10 a
week. Room and board cost an additional $18.

You could buy a 20" folding floor loom for $55. Just $45 would get you a used 36"
two-hamess loom with a sectional warp beam.

Berta Frey and Jack Lenor Larsen were among those advertising private instruction.

A new metal bobbin winder sold for $6.50, and wool yarn was $4/pound.

Kay Geary offered a new service, “criticism-by-mail” so that weavers could send
samples for her comments and suggestions.

—Handweaver and Craftsman, 1950-1953

BRADSHAW
MANUFACTURING
COMPANY

Quality “Loom “Reeds
available in

carbon
or

stainless steel

write for price list
P O. Box 5645
West Columbia, S.C. 29171-5645
(803) 794-1151
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Large stock of quality weaving and spinning
supplies and accessories. Many unique items.

« LOOMS - SPINNING WHEELS
« QUALITYYARNS AND FIBERS
* BOOKS - CLASSES - DYES

for cataley Salt Lake Weaver's Store

free catalog.

Mention this ad,

get 10% off the ~ 1227 East 3300 South
Salt Lake City, Utah
84106 (801)486-1610

regular price of
any yarn purchase.

Makers of Fine Looms
and Unigue Accessories
BROCHURE $20°¢

Fireside Fiberarts
625 Tyler Street
Port Townsend, WA 98368
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E WEAVERS HAVE an eccen-

tric trait in common: we no-
tice fabric. We memorize the uphol-
stery in airplanes, redesign the her-
ringbone twill on the man in front
of us in church, count the threads
on our sleeve during boring meet-
ings. How do we get to be so
strange? My theory, based on per-
sonal introspection and a random
sample of one, is that it starts in ear-
liest childhood.

Perhaps if my mother hadn’t laid
me down for a nap on a chenille
bedspread at age two, I wouldn’t
have become a weaver. I remember
so vividly picking out the tufts and
studying the resulting holes, and
wondering. I remember running a
finger along the puckered stripe in
my seersucker sunsuit, and wonder-
ing. And watching an afternoon
breeze blow the scrim curtain by
my baby bed into folds so that it
made moiré patterns, and wonder-
ing. Of course, there was an awful
lot to wonder about in those days.
Most of all, once I had figured out
sort of how weaving worked, I won-
dered about ric-rac, and how the
threads were made to turn corners
every little way.

Linda Ligon

This was in the early
forties. Fabric was
scarce; my mother took
apart clothes to make
more clothes, unraveled sweaters to
make more sweaters. Her scrap box
was a major resource in our house-
hold, and it was always crammed
full of trims saved from worn-out
outfits, remnants bought on sale for
10 cents a yard, colorful feed sacks
carefully unstitched, washed, and
pressed. Like other frugal house-
wives, she worked with what was
at hand. The necessity to “make do”
informed taste and fashion to a
large degree in those times.

The apron is a case in point. A
prudent housewife wore one all day
long. It saved her good clothes,
saved on laundry. It did not, how-
ever, make a “fashion statement” It
was designed from whatever jolly
print was available and trimmed
out with gay abandon: bias binding,
tricky pockets, odd appliqués, cross-
stitched cats or cups and saucers, or
that mysterious ric-rac. Or all of the
above.

I got to thinking about aprons re-
cently when I found a set of old Lily
“Practical Weaving” pamphlets in
our library. One was a collection of
handwoven aprons designed by a
group called Twenty Weavers in the

A Meditation
On Ric-Rac

Mamie Eisenhower pink and green inspired the
colors for this apron by Linda Ligon.

Washington, D.C., area. These
aprons are much more stylish, taste-
ful, and intentional than the ones I
remember from the neighborhood
kitchens of my earliest years, but
they prompted me to go to my yarn
jumble (my equivalent of my
mom’s scrap box) and engage in a
little nostalgia.

I wanted to use stuff that would
never otherwise get used, hence the
20/2s cotton in a shade of pink that
I detest. It’s in the warp, alternating
with ends of white. I wanted to
weave a fabric that would prompt a
very young child, sitting on a lap
clad with said fabric, to trace the
threads with her finger and won-
der; hence the tick-weave color ef-
fect in the ground cloth and the one-
block overshot pattern stripes. I
wanted decorative elements se-
lected with the same cheerful “why
not?” attitude I remember from four
decades ago; hence the random use
of Mamie Eisenhower pink and
green. There was something else I
wanted, but I didn’t find it among
my scraps. A row of white ric-rac, to
tack neatly along the bottom edge
of the waistband. +

Linda Ligon is publisher of HANDWOVEN.
She finds that some warps go better than
others, and almost all of them go better than
this one did.
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School of
Fiber Arts

e Weaving @ Quilting
® Spinning @ Basketmaking
(Willow, Reed, Oak Splint)

® Papermaking ® Chair Caning
e Dyeing ® Garment Making
@ Silk Screening ® Batik
and much more
54 Classes 30 Professional Teachers

Looms
22" and 36" Folding Floor types.
15" Table Loom, 10" Sampler Loom.
All accessories.
Also Plans so you can build your own.
Keep your name on our mailing list.

Send Today for free School
Brochure and Catalog

SIEVERS wictingin s,

WI 54246

The best in textile
and art weave
yarns from

Finland

Helmi Vuorelma

Wool Blanket Yarn (brushable)
Takana Finneweave Yarn 7/2 wool
Ryijy Yarn 7/3 wool
Kampalanka, 36/2 Fine Worsted
Perinnelanka 12/1 wool

Tow Linen #4 & 8

Line Linen 30/2, 12, 16, 20

Sail Linen Warp 8/3 (tubes)
Cotton Chenille 1.7

Seine Twine #6, 12, & 18

Cotton 20/2 & 12/2 Pouta & Tuuli
Cotton 8/3 Pilvi

Pirkanmaan Kotityo
Poppana Cotton Bias Strips
Toika Looms and Equipment
Toika catalog $2 ppd.

Sample cards $1.50 each.

Schoolhouse Yarns
25495 S.E. Hoffmeister Rd.
Boring, Oregon 97009
503/658-3470

Biog ou3

First choice in yarns by
America’s finest fiber artists

< Lynn Yarrington handweaves
kimono tapestry jackets with exquisite
lino lace and hand-wrapping detail
on the sleeves in jewel and earth tone
colors of Chenille, Slinky Contessa
and Metallique yarns. For more
information about the entire
1990 Silk City Fibers Collection
please send $3.00 to:
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The Cranbrook loom hasn’t changed much
in over 54 vears. It’s that good. We build this
classic production and rug loom to last your

lifetime. It’s that durable.

You might say, in fact, that the Cranbrook
loom is like your weaving: Hand-crafted with

greal care.
After all, it’s by Norwood.

For a brochure describing the Cranbrook
loom and its custom options —along with
the complete line of Norwood looms and

accessories —send $1 to:

Norwood Looms Inc.
P.O. Box 167C
Fremont, MI 49412
(616) 924-3901
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NOT SOLD THROUGH DEALERS
NO EXPORTS

Mr Gilmore, the originator of push
up type harnesses and floating type lams, has been weaving
and building looms for over 54 years Constantly improved since 1936,
his looms are the ultimate in craftsmanship.
Made mostly of hard eastern maple, these looms are available
in 26", 32", 40", 46" and 54”, 4 and 8 harnesses.

(llustrated is the 46" 8 harness loom)

Free Brochure GILMORE LOOMS sinCE 1936
1032 N. Broadway, Stockton, CA 95205




A Slmple Weavmg Idea that Started in 1949...
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Introducing The New
AVL Home Loom

he Home Loom is based on a loom originally built

in 1949 by AVL s founder, Jim Ahrens. When it was
dusted off, we couldn’t believe our eyes. Not only did
it look great and operate like new, but with a few
minor alterations, this loom might approach perfection.

High Tech Meets High Touch

So AVL's engineers and loom mechanics poured their There’s A Lot More
yeultsiof explesicnice hisildiog Wight techuslagyhandlooms There’s a lot more to the Home Loom than meets the eye
into this small wonder. The idea was to build a “high ye.

You’'ll have access to our free ‘800" line for the after-sale
service that AVL has become famous for. You'll have a full
two-year warranty on all parts and labor. And best of all, for

touch” loom; small, compact, and able to fit into any home
...and budget. And thus the Home Loom was born.

A Wealth of Ideas all its sophistication and all the features that make weaving
joy, the Home Loom is priced at isingl
AVLs have long been known for their abundance of :fgf)(:lr::a]l(;l):a rafe. (o SOOIUIspricea aLa Surprsing ¥

time-saving and efficient features. The Home Loom is no So contact AVL today and find out how to bring the
exception. It includes a number of splendid ideas that will Home Loom where it belongs. Home.

make your weaving a greater pleasure than ever before.

Ideas like side tie-ups, which mean you’ll never have to AVL LOOMS
crawl under a loom again. All your tie-ups will be done 601 Orange Street, Dept. #306
with both feet on the ground. . Chico, CA 95928 '

Or an idea like Automatic Warp Tensioning lench means Call us at 800 626-9615. In California and
that once you set the tension on your warp, you'll never have Canada, call 916 893-4915.
to reset or adjust it. In fact, there’s no foot brake, so once you ’
start weaving you can continue with no interruptions. Send $2 for complete catalog.

..Becomes a Small Wonder Today.
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