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PREFACE

The Seventh Biennial Symposium of the Textile Society of America was held September
19-23, 2000 at the La Fonda Hotel in Santa Fe, New Mexico. The TSA 2000 Symposium
theme, Approaching Textiles, Varying Viewpoints, reflected our members' interests in
textiles as fascinating objects that draw our attention and reflect their cultural,
geographic, and temporal settings. Varying Viewpoints emphasized the ways in which
scholars and artists investigate textiles through many different methods and theories.
Indeed, the 2000 Symposium showcased a wide range of professional approaches from
the perspectives of artists, art historians, anthropologists, conservators, entrepreneurs,
historians, and many others. Viewpoints invited exploration of differing cultural
perspectives. Several panels include indigenous scholars and textile producters/users
from around the world.

A session featuring textile-related videos and a market place/bookfair were special
features this year. Santa Fe also offered the opportunity to enjoy the many local
museums, galleries and studios, many of which offered special events for Symposium
attendees. Before and after the Symposium, study tours visited fascinating out-of-town
sites such as Taos, Acoma, and Laguna Pueblos, the Millicent Rogers Museum and the
Spanish weaving village of Chimayo.

This Proceedings contains the juried presentations made during the 2000 Symposium.
The variety of approaches represents the richness of interests found among Symposium
participants and also the unique resources that Santa Fe and surrounding areas provided
for this gathering.

Ann Lane Hedlund

Symposium Coordinator

The Gloria F. Ross Center for Tapestry Studies
Arizona State Museum

The University of Arizona

Tucson, AZ






QUECHUA TEXTILES: PRESERVING A LIVING TRADITION
By Nilda Callafiaupa

Quechua Weavings as living art in the Andes today represent the contemporary textiles as

‘result of transition of Pre-Colombian textiles of South America a textile tradition at least
2000 years. In Peru, after the Spanish arrival of 1532-33, many traditional arts were
systematically replaced or mixed with European art styles. Fortunately, however, the
strong tradition of backstrap loom weaving has survived.

Many changes have occurred in our traditional patterns, but a wide range of warp-
patterned techniques have today developed into the richest and most extraordinary dress
that Andean villagers have known. Indigenous people living in outlying communities
today wear even finer and more complex woven textiles than their Inca forebears. Of
course, I am not talking about the textiles woven for the Inca Emperor and nobility, but of
Andean village weavings. Today we express in weavings our sacred landscape-the rituals
and traditions associated with lakes, rivers, mountains, the flora and fauna of our high
slopes, the shapes of our fields, our history. A few patterns now even include
psychological associations.

Our Inca ideas and practices have always been comprehensive. They express
contemporary world issues involving conservation, appreciation of our Mother Earth and
the concept of caring for the land we are privileged to use during our lifetimes. My work
relating to textile expressions strengthens knowledge of Quechua culture and history and
I hope it will contribute to the wealth of world knowledge.

Since Pre-Columbian written documents do not exist and Colonial records are limited, it
is important to learn what we can of our history through textiles. They hold information
especially about everyday life as it links Pre-Inca and contemporary customs. Thanks to
the Spanish colonial government, we lost much knowledge about our ancestors. But we
are in the process of trying to reclaim as much as possible.

It is time now to recover what we can from our old people, to establish and keep records
and teach our local people the great amount that is being learned. Since our education
system does not emphasize or value our Inca heritage, I want to see the next generation of
educated Quechua children continue to learn and pass on information to others.

Textiles can play other important roles in our society. My work in preserving textile
traditions has already helped to strengthen the modest economy of Quechua families,
helping many families in different regions. For example, I want to help families avoid
sending their talented children to the cities to work in jobs below their abilities, as maids
or laborers. Young people can use their weaving, as I have, to expand the advantages of
their lives, and pursue new opportunities including advanced education. Also, if the
families’ economy is strengthened by the making and selling of fine weavings, husbands
can avoid seeking work in the jungle where highland people are known to contract
serious sicknesses; many tropical sicknesses that cause death.



Cusco is an important center in the tourism industry. It provides opportunities to market
the best quality textiles. Weavers require opportunities and knowledge to avoid the
excesses of middle market fees; then the makers of textiles can earn at least most of the
money for their pieces. It is also important to educate tourists about authentic traditional
textiles. I have been trying to make clear to travelers I meet the difference between fine
works which take experienced weavers hundreds of hours to create and the simpler non-
indigenous arts and crafts produced for the souvenir marketplace.

In recent years families needing money have sold the old textiles of their ancestors. This
practice could be replaced if weavers concentrate on making fine new weavings.

With these perspective in mind, I have been working with a group of friends and
supporters establishing and expanding the Center for Traditional Textiles of Cusco or
CTTC. Our focus is on preserving and promoting the finest contemporary Andean
textiles. We will soon start a capital campaign to raise funds for a textile Museum-Center
in Cusco. In a few years, when we acquire and renovate an old Colonial building in the
center of Cusco, we expect to have weavers coming from different and sometimes distant
communities to demonstrate and teach their techniques.

In my role as President of the Center, while working on research of old techniques, I
found that the rare warp scaffolding technique, still practiced in the remote village of
Qeros and locations in the Pitumarca region, was also being practiced by a very few
individuals in other areas of the Urabamba range. This was an exciting finding and
shows the urgency of conducting studies in different Andean locations.

My responsibilities and the responsibilities of the professional people working with me at
the CTTC in Cusco must be to aid local Quechua people in understanding their own
weaving traditions, especially where the textiles play important roles as part of our
tradition. We must become involved with broad issues relating to Andean culture. We
need to create long-term projects involving local people. In addition to weaving, CTTC
participants’ roles must be to learn and to educate others, passing on from person to
person whatever they discover about their culture.

The commercialization of our Quechua textiles must be accepted as it is and it should be
understood that Peruvian textiles are the works of art from our culture. Education about
this issue is very important.

The mission statement of The Center:

The Center for Traditional Textiles of Cusco was established in 1996 to aid in the
survival of Peruvian Inca textiles and weaving traditions. Working with the Center,
Quechua-speaking women and their families in the region of the former Inca capitol are
engaged in skills-building, community networking and market development. By also
researching and documenting complex styles and techniques of Inca ancestors, the Center
helps to ensure that 2,000-year-old textile traditions will not be lost in the next
millennium.



Navajo Weaver as a Teacher of Traditional Textile Arts
Pearl Sunrise

Navajo weaving has evolved from historical utilitarian functions to
contemporary fine art today. My presentation on Navajo weaving will include topics of
history, economics, function; new materials affecting style and structural and esthetic
textile changes, and the purpose of instruction. My role in this presentation is to
disseminate information about Navajo weaving and facilitate discussion through the
important question-answer sessions to achieve interaction with the TSA members.

To the Din%/Navajo people, there is no word in the language to describe
the word art. Weaving is both process and experience, and it involves activity toward a
balance and harmony of self in the concept of HeZHe, incorporating elements of
physical, psychological and spiritual qualities.

Many positive and negative factors contribute to the teaching of traditional
art forms. Economic and social aspects differ as well as race, age groups and learning
styles. However, the mission and objectives in teaching traditional arts is the same for
all, to promote understanding between cultures, among Natives and non-Native groups
using the textile art form as the medium for discussion. It includes trying to give the
students a total human experience by experiencing the concept of HeZHee through the
Din% philosophy of self and creativity.

Teaching Navajo weaving promotes preservation and perpetuation of the cultural
arts. In order to preserve traditional arts, seeds have to be planted very early in life. For
those searching for identity, they will gain identity and learn about themselves while they
develop greater esteem. The Native people will gain empowerment through an enriched
understanding of the value of their heritage which leads to stronger self esteem and pride
for the people. For the non-native, learning Navajo weaving enables them to respect
other cultures, enrich their lives, and better communicate and understand skills of diverse

groups.

Pearl Sunrise has taught Navajo weaving to numerous children, adolescence,
adults, senior citizens, Natives and non-Natives in a large variety of established
institutions, kindergartens, elementary schools, mid schools, high schools, college level
and senior citizens programs. These programs include Canoncito Navajo School,
(kindergarten-High School); Cuba Consolidated Schools (elementary-High School);
McCurdy School (Espanola, NM); “A School for Me” Navajo Handicapped School
(Tohatchi, NM); Albuquerque Public Schools (Indian Education-Navajo Textiles);
Chapter Houses, Navajo Reservation; Santa Fe Indian School (mid and High School);
Santa Fe School for the Deaf and Blind; United World College (Las Vegas, NM); Native
Arts and Crafts, (University of New Mexico Art Dept.); Institute of American Indian Arts
(Santa Fe, NM); Taos Institute of Arts (Taos, NM); FRIDA Program (Lesotho, South
Africa; Artist-in-Residence (Toronto, Canada); and Fulbright Scholarship (New Zealand).



The “Aristocracy of Color” among Kolla Communities in the Andes of Northwest
Argentina

Andrea Fuchs

The weavers of the Kolla Community of the Argentine Andean highlands or Puna,
show strong preferences for the use of certain color combinations. These preferences
seem to be more stable over time than their use of traditional technology and materials,
which change more often according to utilitarian reasons. As it happens with food
preferences, the use of color can show a strong sign of cultural identity that, in this case,
can be traced to pre-columbian times.

During our work with traditional Andean weavers from seven communities in the
Humahuaca Valley and Altiplano of Jujuy (about 800 families), we came across several
interesting examples of this phenomenon. The goals of our program combine the
creation of new sources of employment for these economically marginal communities
with the restoration of traditional Andean textile designs and techniques, including the
use of llama wool, hand spinning, dyeing with local plants and minerals, and loom
weaving. We believe the best way of organizing teaching and production is by
strengthening the Andean communal forms of organization and exchange.

While preparing a collection of mantos, shawls, and ponchos for the fashion
market in which we combined natural llama colors with “dusty” or pale dyed tones, for
example, brown with pale blue, beige with gray, brown with mahogany, white with pastel
colors, and others considered by the market to be "quote and quote" traditional color
combinations, we were surprised by the protests of the weavers who didn’t agree with the
fashion taste. They would say these combinations were dull and sad. Can’t you see this
manto has no life, if we add an orange stripe to the grey and brown, you'll give it light
and life. They really felt the textile pieces were boring and seemed dead. They
considered these combinations vulgar and not elegant at all. When shown archeological
or antique pieces and their colors they would complain that the textiles were old the
colors had faded (the original ones must have been bright and contrasting)

When dyeing, Kolla women throw away the second tint because it gives only a
pale tone. When I was around I told them that the light colors were very nice and we
should not spare these valuable dyes. They laughed and told me that these were bad
colors. The good ones were strong and brilliant, specially tomato red, vibrant orange and
violet or dark blue.

Intrigued by this unusual behavior, I looked for some explanation in the uses of
color in pre-columbian times, searching in the chronicles of the Spanish conquest and in
the analysis of ancient textiles. I centered my attention in color preferences, in the use of
color contrasts and oppositions, and in design structures, trying to find relations between
them and the Andean construction of the cultural world.

“By the first millenium B.C. inhabitants in the south-central Andes like those
from the northern Andean regions, had developed a fully formed weaving tradition. Here,
camelid fiber, (llama, alpaca and vicufia) not used on the northern coast, was used for
tunics, turbants, woven mantles and string skirts. Many early textiles were dyed a brilliant
red color produced from the roots of a Relbunium species, similar to the madder family.



In the following Alto Ramirez culture, which dates to the last centuries B.C., men
dressed in one of the most distinctive garment styles developed at the time. Their
costume included a tall, looped headdress patterned with rows of stepped designs in
brilliant green, gold, red and blue stitching...The Alto Ramirez style was discovered
inland along the Azapa River valley near Arica ,Chile ,but the style appears highland in
origin. :

¢ The most important Highland culture in the Southern Andes was known as
Tiwanaku, from the archaeological site of Tiwanaku with its standing stone monuments
,JJocated high in the windswept altiplano of the Lake Titicaca basin in Bolivia. Although
textiles are rarely preserved on the Altiplano, Tiwanaku textiles dating from the fifth to
the tenth centuries have been recovered throughout Bolivia and northern Chile.
Tiwanaku was the preeminent highland capital of a vast, long-standing religious
polity. Tiwanaku’s cultural influence was equally expansive and enduring... Tiwanaku
weavings are among the finest of all Andean textiles .... With yarns spun from only a few
long hairs, much finished Tiwanaku cloth had the feel of a light, silk
handkerchief.....Techniques of tie-dyeing and patchwork, weft-interlocked tapestry, and
warp-patterned weaves of brilliantly dyed camelid fiber were all part of the Tiwanaku
tradition. Red, blue, green and gold were emblematic Tiwanaku colors, and often mixed
with deep maroons, pinks and violets. It is possible that the southern Andes was always
the center for indigo dyeing, and blue yarns were a hallmark of the area....

Ancient Aymara textiles followed Tiwanaku prototypes. Elegant tunics and
mantles were worn from brilliantly dyed and finely spun camelid fiber in warp faced,
warp-striped and warp-patterned weaves Aymara garments were known for such specific
colors as red, blue, and maroon and the placement of wide and narrow warp stripes using
simple, warp-faced plain weave.” (Oakland 1997:18-19)

“The Aymara Caciques used unkus in gold, silver and mullu (coral red) as it is
confirmed by documents showing the presents that the Inka made to the Cacique Quillaca
Guarachi. The Guarachi from Machaca kept among their possessions and left through
testament, a wine red “unku” donated by the Inka An “unku “ weaved with silver
threads is kept in the Ethnographic and Traditinal Museum of La Paz , it has a militar
style and may have belonged to an important indigenous leader of the 1781 rebellion,
maybe even the brave Tupac Catari.”( Gisbert 1987:63)

By the fifteen century, the powerful Inkas were able to subjugate the southern
highland Aymara. According to the Spanish chronicle of Bertonio, the unku, a poncho
sewn on the sides, was the shirt of the Mallkus, the great lords. The Inkas” Unku is
described as a sleeveless shirt or poncho sewn on the sides with blue to the knees and red
at the bottom. This was the Inkas’ dress called Harputha Ccahua. The Inkas were mostly
described as wearing unkus and red and blue were the colors of preference, so they were
considered noble colors.” (Gisbert 1987:59, 62-63)

It is worth noting that in Precolumbian times these colors were obtained from
substances that are scarce and very difficult to obtain, like cochinilla (for red and mango),
afill or indigosphera (for blue), achihuete seeds (for orange), and mullu. This could
explain why these colors were associated with prestige and why their use became an
effective way of communicating a high social condition.

In his study Standardization in Inka Tapestry Tunics, John Rowe analyzes a
textile piece that is half red and half blue. He suggests that many noble tunics “may have



responded to certain color and structure codes,” for he also found similar unkus with
black and white chessboards and red chests. This kind of design is called Ayquipa in
Aymara... After the Inka conquest the unku was introduced into Bolivia... In the Island of
the Sun of the Titicaca Lake, Inka Unkus with black and white chessboards and red chests
were found.” (Gisbert1987:59) In a chronicle by Francisco de Xerez from 1535, there is
an account of the first encounter between the Spanish and Atahuallpa, the last Inka ruler:

“the men of Atahuallpa’s army began to enter the plaza. First came a squadron of
Indians dressed in a livery of colors in the manner of chessboards; they came
removing the straws from the ground and sweeping the road. Behind them came
three more squadrons, dressed in different manner, all singing and dancing.” (in
Stone-Miller 1994:172)

When we read these documents to the weavers they were thrilled and teased us
saying that they were the elegant ones not the fashion market. After that we tried not to
change this type of color combination and to respect their preferences as a way of
maintaining their strong cultural heritage in the creation of design and color. The market
responded in a very favorable way, admiring their fine taste regarding color combinations
and their exquisite sense of composition. Of course, we had to add to our marketing
strategy explicit references to the Inkas and their royal habits.

Another difference of opinion with the weavers arose while trying to produce
shawls with a design inspired in a Precolumbian textile with a motif representing
mythical creatures of kurus. I asked them to use two tones of red, but they told me they
couldn't make it unless the two colots were really contrasting and different, since these
creatures had to be differentiated from their surroundings. Once again the idea of contrast
and opposition came up, but this time in relation to the concept of creation. According to
Gisbert, the forces of creation include two opposite aspects: The Pachamama or mother
earth and the dangerous Tio, the Uncle or Devil that controls the mineral world. Female
and male as parts of the same being: the Earth, the mother and giver of life, the Tio or
Devil, who lives underground, who will take your life if you enter his domains without
permission.

A similar situation arose when trying to produce a shawl with Inti, an abstract
figure symbolizing the Sun. I asked them to make the shawl in browns with Inti in green,
but they said that making Inti green was a really bad idea.

According to some authors, Andean textiles have also been a medium for
conceptualizing the world and communicating complex ideas. Weavings with contrasting
colors may embody the fundamental Andean concepts of reciprocity and
complementarily. In complementary warp weaves, for example, two warp yarns of
contrasting colors are always paired and essential to the structure of the fabric. Of these
two basic colors, one will come out to form the design, and the other will create the
background.

The process of textile production in the Kolla communities we are working with
takes several steps, starting with the /lameros or llama herders, from whom they obtain
the wool. Then women from different Puna communities classify, clean, wash and spin
the llama wool leaving it as soft as silk. Then, in other communities they dye the yarn
using the local plants that are available during that season. At this point, the weavers



request the colors they need to produce specific designs. Only when enough thread of the
right colors is available, some of it obtained through exchange with other places, the
weavers will start their work.

Here is when their need to use certain combinations and ancestral preferences
enter in conflict with modern Western rules and taste regarding the proper uses of color.
For example, Argentina has its own rules and ideas for what is considered proper and
elegant: little girls are always expected to wear pink and young boys light blue, but Kolla
women prefer to use strong colors for babies so they look and feel healthier. I was even
told that the use of some bright colors can prevent illness and the “bad eye® (it is believed
that envious and wicked people can make a person sick by staring at her, specially
babies). Men in our urban society always wear white shirts, and blue, grey or brown
outfits. Kolla men love red and yellow and use these colors specially for fiestas and
rituals, like Carnival and even for All Saints Day and the Day of the Death, on November
1 and 2", when they come down to the villages wearing their lively ponchos and
colorful chuspas (little bags used to carry the coca leaves). Certainly they don’t use these
garments when they go to the city, specially if they go in search of employment .

As we mentioned before, one of the goals of our work is to strengthen the sense of
identity of Argentine Kolla communities by restoring ancient Andean weaving
technology and design together with the communal forms of organization and exchange.
We have noticed, however, that this Aristocracy of brilliant, lively colors and strong
color contrasts, that seems to be an important part of that identity, can be traced in the
way they handle any tincture, material or technology as synthetic dyes or acrylic fibers, in
the sweaters they knit with electric machines, or when they choose a lychra fluo dress or
a bright-colored baseball cap. Ancient preferences for contrasting combinations, vibrant
tones or primary colors re-appear spontaneously in their use of new clothing and
technology. :

The cultural construction of the world that differentiates Andean peoples survives
in everyday choices, tastes, and preferences, even in our modern, technological, and
“synthetic” society.
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Figure 2: Asuncion Alancay spinning Figure 3: Vanesa Pérez in mantle with
contrasting design.



The Order of Things in Ancient Peru
Visual Metaphors in Wari-Associated DWW Textiles

Jane W. Rehl
Emory University

Two very different types of high status ritual textiles were produced with
the use of the discontinuous warp and weft (hereafter DWW) technique during
the Wari sojourn on the coast of Peru (ca. 600-800 C.E.): complex tie dyes, in
which case the undyed cloth was woven in a DWW-based technique, and cloth
woven in multiple techniques, wherein DWW is one of several weaves in a single
textile.! In all probability, both types of ritual cloth were created on the coast of
Peru for use by the highland Wari culture and/or their coastal representatives.? In
the following paper, I will compare various technical and formal elements of
these textiles in pursuit of Wari attitudes to their coastal neighbors. Such analyses
add to the ongoing debate about Wari-coastal relations, traditionally based on
ceramic distribution and architectural remains.>

The tie dyes, such as the mantle in the Museo Amano in Lima (Fig. 1),
appear to
promote the Wari as orchestrators of a harmonious, if complex, cosmic balance
and integration. Often referred to as Nasca-Wari in collections, they are usually
associated with the Wari presence on the South Coast. Fragments of these
fabrics, however, have been found as well in graves along the Central Coast, and
as far north as the Chicama Valley on the North Coast.* The Museo Amano
mantle was reportedly found at the South Coast site of Santa Cruz in the Nazca
Valley (Tsunoyama 1979: 202-203). In contrast, the tunic (Fig. 4) and similar
compositions with multiple techniques and hierarchically-arranged figurative
imagery speak, at least initially, of cultural separation. The techniques
represented here are plain weave, slit tapestry, DWW, and slit tapestry and
openwork (see Emery 1994: 88). Such textiles have been found in burials on the
Central Coast of Peru and as far north as the Huarmey Valley, but not on the
South Coast (see Menzel 1977 and Priimers 1990). This tunic in the Phoebe
Apperson Hearst Museum at Berkeley was excavated by Max Uhle at the Central
Coast site of Chimu Capac in the Supe Valley (Menzel 1977: 36).

The DWW technique shared by these two types of textiles has, as its name
implies, a most unusual quality; neither warps nor wefts travel the entire length or
width of the cloth. The result of their interaction, however, is plain weave with
the warps typically outnumbering the wefts. What makes this technique special,
and hence poten-tially evocative, is that both warps and wefts participate in the
creation of color and pattern (Fig. 6).° Since both are equally exposed, their color
is usually the same in a given color area, as is their material, all camelid or all
cotton.® In lieu of the load-bearing warps of tapestry, the weavers of DWW cloth
employed temporary scaffold wefts, an interesting inversion of the tapestry
technique,’ or, if the pattern area was very small, threads might be inserted with a



needle,? such as the 3/8 in. (1 cm.) eyes of the felines. The joins between
different color areas are the same as those in tapestry (see Emery 1996: 19-81,
90); the choice of join appears to have been specific to certain regions at certain
times based on my examination of over 250 DWW textiles. Here, they are a
combination of single interlocking and dovetailing (interlocking around a
common warp) in the wefts and single interlocking in the warps.

Complex tie dyes of the Wari era represent a special category of DWW-
related textiles. Camelid fiber, probably undyed, was initially woven into strips
of plain weave cloth with side selvedges or slit junctures in the weft direction and
dovetail joins around removable scaffold wefts in the warp direction. In the
Museo Amano mantle, which measures 79 x 44 3/4 in., the strips were composed
of rectangular modules created by two stepped right triangles. The woven strips
were then resist dyed. Based on the patterns created on this textile, 5 fabric strips
were tie dyed.® After dyeing, and over-dyeing in some cases, the strips were
taken apart and reassembled into pre-planned, striking patterns with sometimes
contrasting, sometimes similar color in adjacent pieces. To hold the pieces in
place, scaffold wefts were reinserted through the warp dovetails, and the side
selvedges and slits were sewn together.

The entire process of creation in the DWW technique, whether on a
backstrap loom or in some cases on a horizontal staked loom, was very time-
consuming, perhaps more so than any other technique in ancient Peru.!° Such a
labor of love, or conspicuous devotion and sacrifice, seems to have been an
advantage to the minds of ancient Andeans, since there are so many instances of
technical over-elaboration (see Stone-Miller 1992a: passim). What was valued
appears to have been the amount of creative, animating energy transmitted to the
finished textile. In fact, it could be said that the efficacy of a textile was directly
proportional to the quantity and quality of interaction between weaver and fiber.

On a purely practical level, cloth woven in the DWW technique is
typically flex-ible and relatively light weight, and hence is well-suited to the arid
South Coast, where it first developed sometime around the 3rd century B.C.E.!!
The visual impact of sun and desert sand, which tend to bleach out color, was
probably another practical reason for developing the technique, which can create
rich, intense color with the use of dyed came-lid fiber. However, since
polychromy was not always sought in the production of DWW fabrics (sometimes
a drab, almost monochromatic palette of browns, greys, and whites was
selected),'? the actual structure of DWW must have been charged with expressive
meaning all its own.

Indeed, it is in the reciprocal sharing of responsibility for pattern and color
by the warps and wefts of this technique that I believe is embedded a most
important pair of ancient Andean principles; balance and reciprocity. These
principles were necessitated by the extremes of the Peruvian landscape and
climatic inversions in the form of El Nifio and La Nifia floods and droughts. In
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the ancient Andean world, a harmonic balance on and between all levels of
existence and reciprocity, a give and take relationship between humans and
humans and the natural environment, were actively pursued and promoted
through rituals.”> Given the high esteem of textiles in ancient Peru, their role in
such ritual contexts must have been active, fully participatory, and not passive.'*

When the Wari descended to the coast from the highlands of southern Peru
at about the beginning of the 7th century, it may have been in response to a 30-
year period of floods and droughts.!> If so, these phenomena may have been
interpreted as an imbal-ance in the cosmos that could be righted only with the
appropriate rituals performed in and beyond the Wari heartland. In any event, the
Wari seized the moment and appeared on the coast with new or revamped
religious beliefs and rituals which apparently required highland-lowland unity.
This unity was manifested in the socio-political form of either a state or perhaps a
federation,' and in the establishment of a sacred pilgrimage site at Pachacamac
on the Central Coast. I contend that the costumes of the ritualists were a major
vehicle for communicating and participating in this cosmology, as much as the
integrating rituals themselves.

Wari costumes were typically composed of exceptionally fine tapestries,
which have also been found in South and Central coastal graves, or the complex
tie dyes. Facial paint, head gear, and other ritual paraphernalia were also de
- rigueur based on extant ceramic figures shown wearing tapestry or tie-dye
garments (Figs. 3a and 3b). The tapestries of the Wari were their native costume.

For the production of the complex tie dyes, the Wari apparently co-opted
and expanded upon the DWW technique, which had been until that time primarily
a coastal technology.!” To communicate their cosmic vision to a wider audience
on the South Coast, the Wari over time also adopted geometric abstraction and
South Coast color sen- sibilities.!® The means by which the Wari symbolically
and perhaps actually incorporated the southern lowlands into this grand plan for
cosmic rebalance may well have been through the production of the tie dyes.
Balance and reciprocity, expressed by the structure of the DWW technique and
wed to other South Coast textile features, was com-municated through both the
process of their fabrication and the final compositions. Costumed in these tie
dyes the Wari and their coastal representatives literally placed themselves, it
would seem, at the center of the cosmic imbalance in the role of mediators in
ritual. It is possible that the tie dyes actually became a model for, as well as a
recog-nized generator of, what was desired: a return to cosmic harmony, by virtue
of their multi-color, multi-shape components.

These components build one upon another from the stepped triangles, to
rectan-gles composed of complementary, reciprocating pairs of stepped triangles,
to cruciforms superimposed on rectangles, to the largest pattern created here,
cruciforms on rectangles set within even greater rectangles. Although punctuated
by animating rhythmic color
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and linear patterns, an overall harmonious balance is nonetheless expressed, in
part a product of those hard-edged building blocks composed of right angles.'’
The regularity with which each piece of cloth has been marked with resist-
produced diamond shapes and parallel lines, and which is sustained in the union
of pieces in the final composition, also contributes to the sense of control and
order exuded by this textile. A secondary rhythm of animating diagonals,
however, is created by the projecting warm colors of the red and golden yellow
ground pieces, reproduced as light and medium grey in the illustrations (Figs. 1
and 2). The dark grey to black stepped triangles are the recessive cool colors of
dark blue, blue-purple black, and green. Each row of these diagonals is a
different con-figuration, which further energizes the composition, as do pattern
deviations in some rows (for example, the second row from the left in Fig. 1).
Even so, the mood and feeling projected by this textile remains one of balance,
albeit complicated and full of life.

Other contemporaneous textiles speak less obviously of balance and
integration through the juxtaposition of distinct techniques and hierarchically-
arranged figurative imagery. One example is the Wari-associated ritual tunic at
Berkeley, which was exca- vated at a fortified Wari outpost on the Central Coast
known today as Chimu Capac (Menzel 1977: 29). Certain features, such as shape
(it measures 36 x 50 1/2 in.), variety of weaving structures, and cotton and
camelid fibers, are shared with other tunics of this region. The color complexity
and iconography on this tunic, however, are quite unique and together suggest that
the wearer, who was actually buried in a temple platform at the site,?’ was a
particularly high-status individual. As was true of the tie dyes, certain com-
ponents of this tunic suggest non-Wari features, including some shared by the
Central and North coast cultures, such as the proportions of the garment and its
sleeves. Many of the choices, however, suggest specifically North Coast
aesthetics, including the use of relatively naturalistic figurative imagery, the
horizontal registers, the rusty red overall ground, and paired warps in the plain
weave section (these continue down into the slit tapestry).2! In addition, woven in
slit tapestry in the lowest register is a series of so-called moon animals, a North
Coast mythological being (Menzel 1977: 34, 37; Benson 1985; Berrin 1997: 93,
102-103).

Nevertheless, the Wari components dominate, especially the diagnostic
kneeling or running figures carrying staffs. These are actually larger than the
felines and moon animals and occupy a superior position to them in the highest
register. An emblematic feature of Wari tapestries, the staff-bearing figures
ultimately refer back to imagery carved on The Gate of the Sun, a sacred portal at
the highland center of Tiwanaku (fig. 7).22 The felines in the DWW panel,
although a pan-ancient Andean symbol with celestial associations,? are
nevertheless also suggestive of the Wari aesthetic in their geometry. The color
complexity in each section of the textile is also a Wari component, including a
blue-green anomaly in the back foot of one of the winged beings (Stone-Miller
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2000, personal communication),24 as is the tunic’s overall technical refinement.?
Another color deviation appears in the face and paws of one feline.?

The passivity of these felines and their containment in rectangular boxes
positioned directly below the active Wari agents speaks volumes about the Wari’s
proposed role in taming their capricious environment. That so much of the
garment, one-half of its length, is given over to these creatures woven in the

DWW technique is surely significant.”’

Overall, the metaphorical content of this tunic implies that the relations
between the Wari and most probably a North Coast culture, were problematic
and/or that the Wari’s self-appointed cosmic role had to be dictated with greater
clarity if not greater force. The order of things and the Wari’s role therein had to
be spelled out in a marked- ly different aesthetic language from that of the
abstract tie dyes. The specific non-Wari moon animal imagery, relegated to the
lowest position along the bottom border and the sleeves suggest that the cosmic
audience or powers addressed by the Wari were at least associated with the
Moche or their immediate successor on the North Coast.?® A state-level culture,
the Moche had moved their capital far up the coast, perhaps in response to the
same cataclysmic weather that had brought the Wari down from the highlands
(Shimada 1994: 118-134). Whether the Moche were folded into the Wari state or
remained independent is an unresolved issue, still hotly debated by scholars.?’
Perhaps the ritualist who wore this garment was key to the actual resolution of
hostilities, presumed to have been felt between these two great centralized
powers. Alternatively, rituals of integration, which incorporated mythological
beings dear to northern religious beliefs, may have been carried out to complete
the Wari’s vision of a balanced cosmos.

In closing, a technical and formal aesthetic interpretation of ancient
Peruvian textiles with specific site associations can add to our understanding of
cultures and their interaction. Here, two very different ritual textiles were created
with the use of the discontinuous warp and weft technique, itself expressive of the
pan-ancient Andean principles of balance and reciprocity. Both textiles were the
product of contact between the highland Wari and coastal cultures of ancient
Peru. Although very different in the means by which they professed Wari ideas
and ideals of cosmic order, their message was essentially the same, and in keeping
with the message encoded in Wari tapestries: natural chaos (the predictable
unpredictable) of all varieties was acknowledged, aggressively embraced, and
vigorously contained (Stone-Miller 1992b: 334-345; 1995: 118; and Stone-Miller
and McEwan 1990/1991). For the oral cultures of ancient Peru, ritual textiles
were extremely important as a medium of communication, not only through their
imagery and color, but also through the important languages of structure and

technique.>
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Notes
1. See Cook 1996, for her analysis of Wari tie dyes as high status costumes.

Although the tie dyes

have been found most commonly in burials on the deceased, Amy
Oakland Rodman (T.S.A. 2000

paper) mentioned two Wari textile fragments that had been ritually burned
at the Moche site, El

Brujo, in the North Coast Chicama Valley: one tapestry and one tie dye.

2. Found with Wari-associated remains on the coast, who made the tie dyes
and who was allowed to wear them are questions that are difficult to
answer with certainty. Camelid fiber is usually asso-ciated with highland
production, although the South Coast cultures had been importing the fiber
many centuries prior to the Wari presence on the coast. See Rowe 1986:
182 (Fig. 40), for a tie dye that she attributes to the Wari. For Nasca-
attributed tie dyes, see Brugnoli B. and Hoces de la Guardia Ch. 1999: 14-
17, 37-38.

3. For a recent reaccessment of the Wari, see Isbell and McEwan, eds., 1991.

4. A ritually burned and buried tie-dye fragment excavated at El Brujo in the
Chicama Valley was

reported by Amy Oakland Rodman in her T.S.A. 2000 paper (see note 2).
The Chicama Valley

lies immediately north of the Moche Valley. At least 6 fragments have
been excavated from the

Huarmey Valley, along with some 25 tapestry fragments, see Priimers

1990: 434-435, 725, 730.

A tie-dye fragment reportedly from Huarmey is in the Amano Museum
(Tsunoyama 1979: 225).

The Huarmey Valley is the most southern valley on the North Coast, and
until the era of the

Wari, was the southern boundary of the Moche state. It apparenty became
the most northerly

Wari settlement. For tie dyes excavated at Pachacamac, see Shimada

1991: 32; VanStan 1961

and 1967: 71-73, 84, fig. 67. Unpublished fragments from San Nicolas
cemetery in the Supe

Valley are in the Phoebe Apperson Hearst Museum at Berkeley ( 4-7512,
4-7486, 4-7796 A/B, 4-

7791 a/b/c).

5. The only structurally-created color and pattern in plain weave are stripes
or plaids. In tapestry, a relative of DWW like plain weave, structurally-
created color and pattern are produced in great variety, but at the expense
of the hidden continuous warps.

6. In this tunic, the off-white, beige and tan fiber is cotton, which includes
the plain weave upper section, the warps of the slit tapestry sections, and
the white and tan rectangles and details in white in the DWW section.
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10.

11.

12.

13.

14.

Also, stick scaffolds were used rather than fiber, based on examples in the
collection of the American Museum of Natural History and illustrated in
Phipps 1982.

See Rowe 1973, for a discussion of the possible use of scaffold cloths in
the creation of some of the finer examples of DWW by the Nasca culture
of the South Coast. See Strelow 1996: passim, for her identification of
many Middle Horizon-Late Horizon DWW textiles in which fibers were
inserted with a needle.

All of the resist-dyed marks could have been created by tieing alone based
on the experiments of Ana Lisa Hedstrom and Yoshiko Wari (Ana Lisa
Hedstrom, personal communication, T.S.A. 2000 symposium). They had
tried to reconstruct the original fabric strips by cutting up photo-graphs of
tie-dye cloths, but to no avail. This suggests that more than one textile
was made at a time, a cost effective strategy. Indeed the color palette of
the Amano tie-dye mantle is precisely that of a tie dye in the Boston
Museum of Fine Arts (see Stone-Miller 1992a: 99-100): red on golden
tan; green on golden tan; blue on white; red on white; and red and dark
blue-purple (black) on white.

Consider especially those tour de force examples in which frequent color
variation was emphasized, such as the figurative textile in Boston (see
Stone-Miller 1992a: 89-90).

Garaventa 1982 and Phipps 1982. This textile was found in the Yauca
Valley on the South Coast of Peru and is in the Phoebe Apperson Hearst
Museum at Berkeley.

Textiles excavated from tombs at Cahuachi are particularly supportive of
this idea. See especially Ubbelohde-Doering 1967: 179, for a late Nasca
tomb at one time reconstructed in the Staatliches Museum f. Vélkerkunde
in Miinchen. The walls of this tomb were hung with brown, grey, and
white DWW cloth in a repetitive stepped-fret pattern.

See Salomon and Urioste 1991: 16 and Classen 1993: 11-38, especially on
the ancient Andean concept of ayni, balance and reciprocity. The actual
term is Quechua. Acording to Classen: 2, the major Inka rituals celebrated
the agricultural and the human life cycles. Although the recording of
ancient Andean oral traditions dates to the colonial period, there is a
general agreement among scholars that the cosmologies were age-old. In
the case of the Inka, it is highly possible that much of their belief system
was built on a Wari foundation. See Cook 1996, for arecent accessment
of Wari-Inka continuities. It should be noted that continuities can be
traced from Chavin de Huantar and its predecessors to highland and
coastal cultures of successive eras (e.g., Tiwanaku, Nasca, Moche, and
Wari) by studying the visual arts (see Burger 1992 and Stone -Miller
1995).

Ancient Peruvian textiles used in ritual were surely not without some
tacitly acknowledged magical properties. Through their symbolic
languages (color, imagery, structure, and technique), ritual vestments
would have been understood, in the very least, to protect the ritualist from

15



15.

16.

17.

18.

19.

20.

21.

22.

23.

24.
25.

the forces honored during the rites. On the function cloth in the Inka state,
see Murra 1989.

See Shimada et al 1991, about the 1,500-year Andean ice core
precipitation record and Moseley 1992: 28 about the drought, 562-594
C.E.

See Isbell and McEwan 1991: 1-17, 293-294 and Schreiber 1992: 113, for
how the Wari’s socio- political rule has been interpreted as a state, an
empire, and as part of a religious hierarchy of sites with oracles perhaps
dominated by Pachacamac.

Unfortunately, due to the climate in the highlands ancient textiles have not
been preserved as they have along the arid South Coast of Peru.

The Wari style was apparently more naturalistic in its earliest
manifestation, closer in fact to the style of Tiwanaku, the genesis of Wari
religious beliefs and iconography. See Rowe 1986 for a tentative
chronology of Wari designs and Conklin 1971 for an early Wari textile.
The configuration in this particular tie dye reads like a cosmogram
expressive of a unified state or empire. The arms are perhaps symbolic of
the lateral and vertical planes of the universe, which emanate from the
core, i.e., the unifying culture and/or its capital city. On crosses in Andean
astronomy and cosmology, see Urton 1980 and 1982.

Also buried in the platform was an individual wearing a Wari-style
tapestry tunic and perhaps another individual wearing a type of tunic more
typical of the Central Coast during the Wari era (Menzel 1977: 36-37, 114,
Fig. 75 and 115, Fig. 77).

The cotton fiber is S-spun singles, while all of the camelid fiber is Z-spun
and S-plied. For the few extant Moche textiles, see Conklin 1979 and
Benson 1992: 314-315. Paired singles in the warps have been identified
with the Chimu, a later successor of the Moche (see Rowe 1984).

On this portal (Fig. 7), a centrally-located, front facing diety, usually
identified as a sky god, appears in a position superior to profile human-,
bird-, and feline-headed agents. These agents converge upon this central
figure from the left and right. In the lowest register are unidentified
frontal figures. When the Chimu Capac tunic was worn in ritual, as was
true of Wari tapestries, the ritualist became the sky god, or at least that is
the implication.

Menzel refers to these felines as “Huari Feline Star Animals” (1977: 36).
In 1968:87, she suggested that fully feline creatures might be synonymous
with the Pachacamac griffin. Felines have such a long history in the visual
arts and imaginations of ancient Andeans that their meaning on this tunic
was probably multivalent. See Saunders 1998 and Benson 1998 on feline
symbolism in the ancient Americas, but particularly in South America,
wherein the jaguar was associated with rain, fertility, and water (Saunders:
37).

See Stone 1987: 167-174 on color anomalies in Wari tapestries.

The thread count is: in the plain weave section, 13 pairs of warps to 12
single wefts; in the tapestry section, 7 warps composed of two pairs of
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single threads to 46 wefts (average); and in the DWW section (it varies
from color to color), 19 warps to 12 wefts of 2-ply red camelid fiber, and
18 pairs of warp singles to 14 weft singles in the white cotton.

26.  The facial colors of a feline in one diagonal row are dark pink with blue
eyes, the reverse of all others in that row, and the paws are both dark pink
rather than one dark pink and one brownish-black. See Stone 1987: 154-
163, on color deviations in Wari tapestries.

27.  Of particular interest is the appearance of a reclining feline at the side of a
ruler in Moche iconography ( Benson 1998: 61), while felines carved in
relief prowl below a register of shamans in transformation at Chavin de
Huantar (see Burger 1992: 133-135).

28.  The revision of the Moche chronology by Bawden 1996: 23, makes this
association with the Moche feasible. He places Moche V in Middle
Horizon 1b, if not MH2a. The immediate
successor to the Moche was the Sican culture (Shimada 1990: 297-392).

29. See Isbell and McEwan 1991: 1-17, Bawden 1996: 271, and Shimada
1994: 131-134. The interpretation of Wari and Wari-related ceramics and
textile fragments at Moche sites needs to be carefully scrutinized. Their
incidence need not mean a physical presence, or political hegemony for
that matter, but rather the importation of highly valued objects (with which
travel ideas), or mementos or relics of a pilgrimage, to name but two of a
number of other possibilities. See Caldwell 1964 and Schreiber 1992:
113, on interaction spheres in prehistory.

30.  On the importance of examining structure, materials and techniques, see
Lechtman 1996.
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Fig. 2: Detail of Fig. 1.
Photo: K. Fugita.

Fig. 3a: Wari Ceramic EfMigy  Fig. 3b: Wari Ceramic Effigy

w/Tapestry Tunic, w/Tie-Dye Tunic,
Fig. 1: Tie dye. Musco Amano, Lima. Museo Amano, Lima. Muscum Rictberg, Zirich.
Photo: K. Fugita. Photo: R. Stone-Miller. Photo: Wettstein and Kauf
Zurich.

Fig. 4: Tunic, Phoebe Apperson Hearst Museum of Anthropology,  Fig. 5: Detail of Fig. 4. Tapestry figures above
University of California at Berkeley and DWW felines below.
Photo: the author. Photo: the author.

e : SRS 4 R g
Fig. 6: Detail of Fig. 4. DWW feline face and upper body.  Fig. 7: Detail of the Gate of the Sun, Tiwanaku, Bolivia.
Photo: the author. Photo: the author.

20



THE WASHITA CHIEF BLANKET:
PART I, TEXTILE ANALYSIS

Peggy Whitehead, Department Associate, and Joyce Herold, Curator of Ethnology,
Denver Museum of Nature and Science

A unique historic textile treasure of the early American West, the Washita Chief Blanket
(Figure 1) originated in the early to mid-1800s trade to the Plains Indians. It served
Southern Cheyenne people for many years as a fine and expressive garment. In 1868 in a
tipi village along Lodge Pole, or Washita, River, in western Indian Territory, it survived a
major Indian Wars attack that is now known as the Washita Massacre. A soldier’s
“battlefield pickup,” the blanket has been preserved and respected for 133 years as a war
relic, a collectors’ trophy, and a museum heirloom of sensitive nature. Cheyenne
descendants today are beginning to know the textile as cultural heritage from a sacred
site. Research in progress on this remarkable fragmentary textile is reported for the first
time here and in the following paper.

In anthropology collections at The Denver Museum of Nature and Science (DMNS,
formerly Denver Museum of Natural History) since 1968, the trade blanket is protected in
secluded sacred storage along with another Washita remnant that has always
accompanied it, a Cheyenne buffalo hide painted with a warrior’s special designs and
used as his robe (catalog number AC.4791). A handwritten tag pinned to the painted hide
contains the following information: “Buffalo robe, was taken from an Indian Teepee at
the Battle of Washita Nov 27, 1868. From whom I purchased it the following day, $10--
E. S. Godfrey” The signature is that of General Edward S. Godfrey, a noted 7™ Cavalry
veteran.

Significance has always attached to this Cheyenne woolen blanket (often referred to as a
robe) and the buffalo robe but their function and meaning have varied over time.
Originally the robes served needs for personal warmth and protection and marked special
tribal roles and rankings. Furthermore, Cheyennes expressed a culturally specified
“language of the robe” in its positioning around the body and head or holding by arms
and hands: the wearer would fit the drape of the robe to particular activities, such as
addressing the tribe, running, and watching, or to the wearer’s feelings, such as anger and
hesitation (Fletcher and La Flesche 1905-1906: 360-2). Later in the history of these
robes, the non-Indian possessors and exhibitors focused on their important historic
provenance and the resulting personal meanings, such as remembrance and investment
value. Today, the painted hide and blanket stand most of all as historic-cultural
statements from a time and place sacred to the Cheyenne people and significant to the
American experience.

More than objects, the Cheyenne robes together are a metaphor enwrapping the passing
of the early American Indian West. The hide--hand-harvested, tanned, and decorated as
an individualized wearable art--stands for the horse and buffalo way of life. The blanket-
-new, fashionable, and versatile, made in commercial multiples--represents Native
American society opening to the encroaching Euroamerican world.
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Leaving the ceremonially painted buffalo robe for future queries, museum staff have
focused on the Washita Chief Blanket because of not only its provenance but also its
distinctiveness as a trade item. That the blanket was traded to Cheyennes is a given, for
no weavers are documented among pre-reservation Plains Indian tribes. The textile does
have stylistic fit as an extreme variant of a blanket widely traded to Plains peoples--the
earliest or Classic Phase of the renowned Navajo Chief Blanket (First Phase 1800-1850).
However, the piece is materially, technically, and stylistically unusual and apparently
undescribed in Indian trade studies.

The current definitive research effort began in 1998 when the Cheyenne-Arapaho Tribe
of Oklahoma accepted the Museum’s invitation to consult under the Native American
Graves Protection and Repatriation Act (NAGPRA). Gordon L. Yellowman, Sr.,
NAGPRA Coordinator, and Alfriech Heap of Birds, Southern Cheyenne Elder, inspected
the Washita robes with great respect for their connection with a site sacred in tribal
history. They supported study and preservation of the pieces at the Museum. Museum
staff developed a research design that focuses first on the blanket itself, describing it
through textile analysis and establishing its provenance through documentation. A
second phase includes wider object comparisons and ethnohistoric search in collections
and archives, the literature, authorities’ knowledge, and Cheyenne Indian art and oral
history. These steps will define the Washita Chief Blanket, place the piece within
cultural-temporal contexts, and furnish materials for theory building, especially about the
blanket’s origin and its meanings. Joint tribal and scholarly knowledge will be served.

Discoveries, questions, and directions emerging from first-phase research that begin to
define the textile are set forth in the present linked papers. The authors extensively
contacted Southwestern textile specialists, provided for their inspections of the textile,
and surveyed on site eight museum textile collections (see Acknowledgments). Second-
phase research thus far is presented to confirm negative directions (what the textile is not)
as well as to begin promising avenues for future study.1

Description and Technical Analysis of the Blanket (textile terms follow Hedlund 1990)
In overall appearance the textile is a worn, stained, and damaged rectangle with slightly
undulating sides and missing ends (Figure 1). It’s patterning is bold, geometric, and
symmetrical with dark brown and red compound or zoned weft bands crossing a white
ground. The regularly spaced and repeated full-width bands include a broad zoned center
band, flanking plain bands, and vestiges of end zoned bands.

The textile currently measures 69.6 inches wide, 59.5 inches long including raveled end
warp threads. Its condition is termed “fragmentary” because of missing end margins at
bottom and top and holes 3 to 8 inches across at left center body, mid-left selvage, lower
right body, and lower right corner. Circumstances of loss are unknown, but bullet or
saber cut damage is not evidenced. The loose, unknotted fringed end margins indicate
unevenly worn warp threads remaining after raveling of weft threads from side to side.

Extensive fiber and dye analysis established that all yarns are sheep wool of two varieties
and that some yarns are natural and some dyed, with strict segregation of these
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characteristics (Reed 2000). Most important and used throughout for all white and brown
yarn is lustrous “churra” wool, commonly called Navajo Churro wool. This fiber comes
from the churra sheep breed introduced to New Spain in the 1500s by Spanish colonists.
The wool was processed before fabrication into yarns so that it was very clean and
graded. White fiber is natural white churra wool of varying quality: the white warp
contains mainly outer guard hairs (kemp fibers) of churra with some secondary fibers;
while white weft has been carefully sorted to remove outer guard fibers (or kemp).
Brown weft is natural dark churra made up of both guard hairs and secondary fibers and
over-dyed with a small amount of anthragallol, a vegetal dye.

The red weft threads, however, are not churra but merino wool, which at this period was
mostly used in commercial yarns from Europe. The red weft is dyed with natural insect
red dyes, which tested ninety percent cochineal and ten percent lac. These dyes were
available to the Hispanic community at the time of the provenance (Reed 2000:3). A few
red and brown lines show discontinuous color shift due to varying dye properties.

All weft yarns average 27 microns diameter (17-60 microns). Warp yarns average 48
microns diameter (27-100 microns). Whether the yarns are handspun or machine spun is
undetermined. All the yarns have exceptionally even twist consistent with commercial
yarns. However, consultants do not all agree that the yarn was commercially spun and
some strongly believe that all the yarn was produced on a spinning wheel.

The textile contains no raveled yarns, i.e., machine spun threads that have been raveled
from woven cloth and re-plied for use as weft yarn. However, the fine quality or small
diameter of the yarn is noted as similar to that of raveled yarns (Reed 2000:1). The early
Navajo weavers made such plied yarns from raveled flannel (referred to as bayeta).

Structurally, the blanket is woven of plied wool yarns in weft-faced plain weave with
paired warps (Emery 1995: 77, Fig. 88; 87). The warp threads are two ply Z-twist S-
plied threads, laid in multiple units of two warps--an unusual technical feature (Figure 2).
The weft threads throughout are two ply Z-twist S-plied. Both the warp and weft contain
inconspicuous knots. The warp thread count is 7 per inch. Weft thread counts are 36 per
inch for white threads, 38 per inch for red threads, and 40 per inch for brown threads.
Excellent shed control during weaving is indicated by the even weft lines and the
consistent spacing of warps.

Several structural features that would indicate vertical loom weaving are absent, namely,
selvages using extra cords, floating wefts caused by missed warp, and lazy lines (typical
of Navajo blankets although sometimes lacking in Pueblo blankets).

Floor loom weaving is usually evidenced by the type of side selvages used in the Washita
blanket, consisting of warp threads turned dver two sets of multiple (four) weft threads.
The wavy side edges could result from different loom take-up of coarser brown fibers
compared with finer red and white fibers, differential fiber shrinkage caused by cleaning
chemicals, or other factors. The missing ends deprive us of crucial evidence of cut and
knotted warp ends and/or fringe, characteristics of floor loom manufacture. However,
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since the present worn off warp ends in no way preclude such endings, the possibility
remains that this blanket was fringed at bottom and top.

Nevertheless, floor loom fabrication is unclear for two reasons. First, the textile is much
wider than available floor looms, which were generally less than thirty inches wide at this
time (Fisher 1979: 194-5). Secondly, the textile lacks a double weave ridge (multiple-
threads) at the center warp, characteristic evidence of double-weaving, the usual width-
achieving expedient of Hispanic weavers using narrow looms of the period.

Figure 3 digitally reconstructs the blanket’s pattern to undamaged state, as evidenced by
remaining fragmentary patterning of brown and a single red strip at blanket ends and by
similarly patterned blankets in photographs of the period (see below). Possible fringes
are not reconstructed. The resulting textile is almost square (69.6 inches wide, 63.6
inches long). Three main pattern components are shown. First, a brown central
compound or zoned band is edged with sets of four narrow red (overall 14 inches wide,
each red-band set 5 inches wide). Second, flanking the center on both sides is a triple-
banded section of solid brown, red, and brown on white (each band from 1.5 to 3 inches
wide). Finally, each blanket end (bottom and top) has a brown compound band with
quadruple narrow red bands that mirror the zoning of the central band.

Comparisons with Banded Blankets of the Southwest

Can the Washita blanket be identified with “the usual suspects,” i.e., the known Native
American and Hispanic weavers of New Mexico and Arizona? No closely similar
textiles were found during initial extensive viewing of the Washita blanket and
consultations with numerous authorities on Southwestern Indian and Hispanic textile
styles (see Acknowledgments). However, linkages of salient features exist, as shown by
the chart below, which compares the Washita Chief Blanket with Southwestern banded
blankets from the same period. The data derive from textiles in eight museums and
published analyses (Fisher 1979; Kent 1983:64-67; Hedlund 1990:35-36).

Type Washita Chief | Navajo First Rio Grande Pueblo Striped
Blanket Phase Chiefs Hispanic Striped
Pattern

Construction | Single width Single width 2 widths sewn | Single width
together or
double woven

with paired
warps at center
Width 67.5”t0 69.6” | 63.4” to 82” 43 to 60” 43”10 62.7”
Length Now 59.57; 48” to 64.4” 67”t0 1037 (1.5| 46” to 77.1”
reconstructed to 1.85 times
63.6” width)
Format or Reconstructed: | Wider than Longer than Use determines
Shape slightly wider ~ | long wide wider than long
than long or longer than

wide
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End Selvage | Original ends | Selvage cords | End of warp Selvage cords
Treatment missing; warp | two 2-ply or 3- | yarns cut and usually present
combed as a ply knotted intoa | two or three 2-
fringe fringe ply
Side Weft yarn over | Extra selvage Weft yarns turn | Same as either
Selvage multiple edge cords: two 2- over paired Rio Grande or
Treatment warps ply or 3-ply warps Navajo selvage
Corners Missing Tight knots; Knotted fringe | Loose knots
augmented
tassels
Lazy Lines | None Yes None Hopi none;
Zuni may have
Warps Unknown Continuous Cut and knotted | Continuous
Count 7/36-40 6-12/20-100 5-7/25-50 3-5/10-20
warp/weft
Yarn 2 z-S 17 1Zor3or4s-Z|1Z
commercial
Weave Weft faced Weft faced Weft faced Weft faced
plain; knots tapestry; joins | plain; knots plain; joins
joining warp overlap, dove- | joining weft overlap or
and weft fibers | tail or interlock | fiber interlock
Fiber Churra wool, 1800-60 churra | 1800-60 churra | 1800-60 churra
commercial wool, 1860-80 | wool; 1860-80 | wool;1860-80
merino wool mixed breed mixed breed mixed breed
wool (crimps wool (crimps wool (crimps
present) present) present)
Dyes Cochineal/lac, | Indigo, brown | Indigo, brown | Indigo, brown
brown over- over-dye, natural, raveled | over-dye,
dye raveled red red raveled red

From the information above, the Washita blanket can be seen as an anomaly among

Southwestern blanket types. As one consultant phrased it, “This is a distinctly different

and unique weaving” (Reed 2000:4). Broadly, in technique it is closest to Rio Grande
Hispanic blankets and in pattern and size it corresponds to some Navajo/Pueblo

weavings.

Links with the Navajo Chief Blanket

Because the Washita Blanket resembles the zoned banded Navajo First Phase, or Classic,

Chief Blanket (sometimes called “Ute style”) that evolved between 1800 and 1860, the

two styles were closely compared in the study. As a known trade blanket widely used by
Plains Indians from Canada to Texas (Bennett 1981), the Navajo style is often attributed

to blankets described only as “striped” or “black and white” or “Spanish” in older
Joumgls and accounts. However, the similarity of the earliest Navajo Chief’s and the
Washita Chief style should caution that attributions may have a degree of error.
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In reconstructed size and shape the Washita Chief Blanket is similar to the classic Navajo
wearing blanket--wide, but only slightly wider than long--in a size suitable for a large
man (Figure 4). The reconstructed end bands also bring the Washita textile’s pattern into
general balance with the Navajo Chief Blanket banded layout (Wheat 1976:428; Kent
1985:52-3; Blomberg 1988:55-7; Hedlund 1990:79).

However, many technical differences separate the two styles, as the above chart shows.
The classic period Navajo typically used single tightly spun warp yarn rather than the fine
paired warp of the Washita textile. The Navajo textile is strengthened with plied cord
selvages on all four sides, whereas the Washita blanket shows no signs of ever having
had side or end cording. Characteristic Navajo vertical loom lazy lines are not present in
the Washita textile, whose fine warp and multiple edge warps point toward a floor loom.

The patterns also differ in major ways. Most Navajo First Phase Chief blankets are
brown or black and indigo blue on natural white ground; when added, red is a raveled
cloth thread. In contrast the Washita blanket substitutes expensive red yarn where blue
would appear in the Navajo blanket. Furthermore, the band rhythms are different. In the
Navajo, only two solid-color bands typically appear between the central and end zoned
broad bands, giving a dark and light overlay effect. But in the Washita piece three solid
bands, brown and red separated with white, alter the balance of dark and light toward a
flat appearance. In some sense, the red-banded rhythm gives Spanish flavor to the textile.

We suggest the following synopsis as a working hypothesis, based on the above analysis
as well as ethnohistoric evidence in Part II. The earliest, or Classic, Navajo Chief
Blanket style developing ca. 1800-1850 preceded the Washita blanket style. The
originators of the Washita Chief Blanket’s style were familiar with and inspired by the
form, dark and light bold colors, and zoned banded pattern of the First Phase Navajo
Chief Blanket, as well as its success in trade with the Plains Indians. To mimic the
classic Navajo shoulder blanket, unknown weavers in the mid-1800’s used wide floor
looms and the appropriate yarns and techniques. They created a new design by
emphasizing red in place of blue, by varying the rhythm of the bands, and by fringing the
ends. The new blanket style was traded to Plains people contemporaneously with other
trade blankets ca. 1850 to 1870.
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ILLUSTRATIONS

Figure 1 Washita Chief Blanket, collected 1868. 69.6™ x 59.5™.
Denver Museum of Nature and Science cat. no. AC.4792

Figure 2 Paired warps in Washita Chief Blanket. 2.6 “ wide white band.
Denver Museum of Nature and Science cat. no. AC.4792.
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Figure 3 Digital reconstruction of Washita Chief Blanket. 69.6” x 63.6”.
Denver Museum of Nature and Science cat. no. AC.4792.

Figure 4. Navajo First Phase Chief Style Blanket, 1840-1850. 75.17x 52.5”
Denver Museum of Nature and Science cat. no.A.1637.1

! Joyce Herold edited this and the following article and traced provenance and ethnohistoric-cultural
contexts. Peggy Whitehead, a weaver, spinner and Southwestern textiles analyst, focused on the structural
and design evidence and compared objects in Southwestern museums. Gordon L Yellowman,Sr., a chief of
the Southern Cheyennes, provided insights into Native American meaning and contexts of blankets,
especially the Washita Chief Blanket among Cheyennes today.
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THE WASHITA CHIEF BLANKET:
PART II, PROVENANCE AND ETHNOHISTORY

Joyce Herold, Curator of Ethnology,
Denver Museum of Nature and Science,
and
Gordon L. Yellowman, Sr., Cultural Resources,
Cheyenne and Arapaho Tribes of Oklahoma

A remarkable historic textile treasure of the early American West, the Washita Chief
Blanket, originated in the early to mid-1800s trade to the Plains Indians, served as a fine
garment among Southern Cheyenne people, and in 1868 survived an Indian Wars battle
along the Washita River in western Oklahoma Territory. Since 1968 the blanket has been
preserved at the Denver Museum of Nature and Science. The preceding article by
Whitehead and Herold entitled “The Washita Chief Blanket: Part I, Textile Analysis”
introduces and illustrates the object and presents the current research design, textile
description of the blanket, and comparisons with Southwestern blankets. This article
further delineates the Washita Blanket’s ethnohistoric and cultural context and
provenance, and begins to explore its possible origins and distinctiveness as a trade item.

Cultural-historic Context

The Cheyenne, or Tsistsistas, meaning The People, in the 1830s were established buffalo
hunters in the west central Great Plains, ranging from the Rocky Mountains to the areas
of later western Nebraska and Kansas. With herds of Spanish horses they transported
villages of hide-and-pole lodges in rhythm with seasonal buffalo migrations. Their
material culture was based on the bountiful larder of the buffalo and on trading hides for
cloth, knives, and other implements and luxuries. A rich community and ceremonial life
featured men’s military societies and a women’s quillworking society. Contacts with
Americans followed trading routes along the Platte and Arkansas rivers and with Spanish
colonists, the trails to the northern provinces of a newly independent (in 1821) Mexico.
As more and more wagon trains rolled along the Santa Fe Trail, Cheyennes increasingly
were attracted to the southern edge of their territory, especially to Bent’s Old Fort on the
Arkansas River (near the present town of La Junta, Colorado). In 1848 United States
officially took over heavily Hispanic Texas, New Mexico, Arizona and California.

Probably near the middle of the nineteenth century a Mexican, Spanish, or Euro
American weaver produced our fine warm woolen blanket, boldly patterned in bands of
red and dark brown (see previous article, Figure 1). It was an unusual eclectic piece that
used Spanish-introduced churra sheep’s wool woven on a floor loom to make a piece of
wearing apparel in a style favored by early Plains Indian people. The banded shoulder
blanket originated with native weaver-wearers of northern New Spain (later the American
Southwest) and became best known from the widely traded Navajo shoulder blanket,
later termed the “First Phase Navajo Chiefs Blanket.”
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Like axes and kettles, wheat flour and coffee, lengths of cloth and hanks of glass beads,
this new expression of a banded blanket became a valued trade item to Indian people
clinging to traditional lands and buffalo sustenance as the western frontier of the United
States advanced. The blanket and others like it passed via trade fairs, American and
Spanish bison robe traders, or capture into the hands of native buffalo-hunters east of the
Rocky Mountains, including Cheyennes. Someone in Cheyenne Peace Chief Black
Kettle’s band obtained this particular blanket. Probably an elder woman, a chief’s wife,
or a Cheyenne chief himself proudly draped it over the shoulders or around the waist.

The early setting of the trade blanket in the 1850s was the vast Prairies and Plains region
controlled by tribes of hunter-gatherers and a few farmers. But by the late 1860s many
restless Civil War veterans were heading west to seek fortunes in mining and agriculture.
As the frontier line for 38 million Americans extended ever further west, traditional
Cheyenne lands were designated as states or territories and were crossed by railroads
under construction. White encroachment intensified into cultural collision between
pioneers and Indians. U.S. government policy sought to relegate tribes to Indian
Territory (present-day Oklahoma). Some Plains tribes accepted life on reservations but
others continued to live and hunt dwindling buffalo herds on traditional lands. Their
warriors rose against white settlers and travelers. A seemingly endless series of Indian
raids, retaliations by U.S. forces, treaties, and broken treaties ensued.

The particular story of interest to us turned bitter on the wintry dawn of November 27,
1868: the Seventh U.S. Cavalry rode into the peaceful, slumbering Washita valley village
of the subject blanket and attacked with great destruction and loss of life. A pivotal late
Indian Wars event, the Washita Massacre, as many now call it, set in train the military
defeat of the persevering Plains war chiefs and the near annihilation of a way of life.

Both Cheyenne and military contexts of the Washita Massacre can be better understood
by turning back four years to the better-known Sand Creek Massacre in eastern Colorado.
On November 29, 1864, despite the fact that American and white flags flew to indicate
the camp of Cheyenne Chiefs Black Kettle and White Antelope was at peace and under
military protection, volunteer troops under Colonel J. M. Chivington attacked and
destroyed the village. In the aftermath, public outcry arose over what happened, the
Cheyenne Dog Soldiers military society responded aggressively against whites, and Sand
Creek took on grave historic and symbolic importance in Indian-white relations.

Chief Black Kettle escaped from the Sand Creek tragedy with some of his band and by
1868 they were in western Oklahoma Territory along the Washita River, called Lodge
Pole River by the Cheyennes. In early November Black Kettle petitioned for protection
at Fort Cobb but the respected Peace Chief was told that the commander had no
protective authority and he returned to camp with flour, blankets, and other goods.

The Medicine Lodge Treaty of 1867 had convinced few Arapahos, Cheyennes, Kiowas,

and Plains Apaches to settle on reservations and war parties continued to raid white
settlements in Kansas. “Punishment must follow crime,” enunciated Major General
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Philip H. Sheridan and he mounted a winter campaign to surprise Indian camps. The
Seventh Cavalry led by Lieutenant Colonel George A. Custer marched south with about
eight hundred troopers, traveling through a foot of new snow, and picked up the trail of
supposed Cheyenne raiders. In four days the force reached a position near an Indian
encampment in the Washita valley. Before dawn on November 27, the troopers noticed
the morning star and then attacked fifty-one lodges.

The village was quickly captured. Custer reported about a hundred Cheyennes, two
officers, and nineteen enlisted men killed. Indian accounts claimed eleven warriors plus
nineteen women and children killed, including Black Kettle and his wife. Custer ordered
property seized from the lodges. Then he had the lodges burned and 875 Indian ponies
destroyed. Fifty-three women, girls, children, and babies were taken prisoner.

Following the Washita attack, losing winter supplies and protection from attack, many
Southern Plains bands accepted reservation life. Official reports, memoirs, and histories
of the late Indian Wars emphasize Washita as the significant “battle” that began to bring
the Southern Plains tribes to heel (Sheridan 1882:14-18; Schmitt and Brown 1948:43-45;
Brady 1971:146-169). Even at the time, however, many easterners found Washita “little
more than another Sand Creek Massacre [that] enhanced Custer’s reputation as a dashing
cavalier and launched his reputation as an Indian fighter” (Viola 1999:7). Today
revisionist historians and many others join Cheyenne descendents in seeing Washita as a
controversial and tragic massacre.

Provenance of the Blanket

The research process initially set questions about object credentials. Could the records
passed to the Museum about the blanket and the buffalo robe be verified as more than
mere folklore in the vast popular treasury of famous but unproven “Indian collectibles”?
The documentation quickly proved reliable: the Washita attributions correlate exactly
with other records about military events, the objects, and the collector. Archival and
literature search revealed the detailed history of the Washita-Cheyenne provenance and
the later non-Indian ownership of the blanket and robe, as reported below.

Graduated from West Point in 1867 and commissioned a second lieutenant, Edward
Settle Godfrey was assigned to the Seventh Cavalry commanded by Lieutenant Colonel
George Armstrong Custer. On November 27, 1868, Godfrey (now a first lieutenant) took
part in his first engagement, the attack on Black Kettle’s village along the Washita River.
His participation there is well documented in the official military account (Sheridan
1882), by Godfrey himself in an eyewitness account (Godfrey, E. S. 1928), and in Stan
Hoig’s definitive study The Battle of the Washita (1976). During the attack Godfrey was
assigned to lead Troop K through the village without stopping in order to round up pony
herds on the other side. He also pursued escaping Arapaho Indian allies of the Cheyenne,
held them off in a counterattack, and reported but could not pursue another Arapaho
action. Following the battle he was ordered to scour the village and capture all valuables
and to destroy remaining Cheyenne property. He led the guard on prisoners as all rode
back to the expedition’s headquarters at Camp Supply.
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Godfrey, thus, by order focused his attention on the contents of the Washita camp. His
reminiscences note blankets and buffalo robes piled in the village (Godfrey, E. S.
1928:13). The valuables selected for official plunder included saddles and horse gear,
hatchets, firearms and ammunition, native weapons, tobacco, untanned buffalo hides,
buffalo robes, and blankets. Among the items inventoried were 470 blankets and 573
buffalo robes, making an average of nine blankets and eleven buffalo robes for each
family in the village of fifty-one dwellings. Godfrey’s fine appreciation of Indian
materials and their importance to the Cheyennes themselves led him to feel conflicted
about Custer’s orders to destroy everything not captured. In an exceptionally personal
narrative of his “mopping up” assignment, Godfrey described Cheyennes saving
materials and soldiers taking relics, in contrast to his own reluctant restraint:

I allowed the prisoners to get what they wanted...I began the destruction
..., tearing down tepees and piling several together on the tepee poles, set
fire to them. All articles of personal property--buffalo robes, blankets,
food, rifles, pistols, bows and arrows, lead and caps, bullet molds, etc.--
were thrown in the fires and destroyed. I doubt but that many small curios
went into the pockets of men engaged in this work. One man brought to
me that which I learned was a bridal gown, a “one piece dress,” adorned
all over with bead work and elks’ teeth on antelope skins as soft as the
finest broadcloth. I started to show it to the General and ask to keep it,
but as I passed a big fire, I thought, “What’s the use, ‘orders is orders’”
and threw it in the blaze. Ihave never ceased to regret that destruction.
(Godfrey, E.S. 1928:14)

The day after the fighting the obedient-but-regretful officer Godfrey did acquire for
needed bedding a painted buffalo hide and presumably also collected the woven trade
blanket. At some point he documented the buffalo robe by pinning to it a scrap of U.S.
Army cardboard with the following signed handwritten note, “Buffalo robe, was taken
from an Indian Teepee at the Battle of Washita Nov 27, 1868. From whom I purchased it
the following day, $10” (Godfrey, E. S. n.d.) Godfrey’s second wife, Ida Emley Godfrey,
corroborated and added details to this testimony in a note that passed down with the
buffalo robe: “General Custer had ordered everything destroyed after the capture of the
village-But a soldier disobeyed orders and Mr. Godfrey having lost his bedding bought
this Buffalo skin of soldier” (Godfrey, I. E. n.d.)

Although not mentioned in these two records, the blanket was clearly specified by
Godfrey’s daughter Mary among the Washita objects in the Godfrey collection: “Indian
pottery, bead work, a Navajo blanket—or rather an Indian blanket taken from the battle
of Washita—" (Godfrey, M. 1941). Thus, the robe and the blanket—paired in the
Godfrey collection for seventy-three years--were documented separately, but not
together, to the Washita event. Godfrey did not mention any of his collected objects in
his official writings, possibly because the objects were retained outside Custer’s orders to
capture property (including the hundreds of robes and blankets) and to destroy the rest.
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Godfrey later served under Custer at the Battle of the Little Big Horn in 1876 but
survived with Captain Benteen’s detachment. He received the Congressional Medal of
Honor for service against the Nez Perce Indians in 1877 and became a West Point
instructor and commandant at Fort Riley. Retired as Brigadier General in 1907, he was
known as an authority on the Indian campaigns. The buffalo robe and blanket remained
together in Godfrey’s personal collection. His obituary states that in his home in New
Jersey, “he surrounded himself with maps, pictures and relics of his Indian service”
(Bates 1932: 67). He became the longest surviving officer of the major Indian War
campaigns and died on April 1, 1932, at the age of 88.

The Washita relics stayed for nine years more with the Godfrey family until the General’s
daughter Mary Godfrey found a suitably appreciative home for them with friends. In
1941 she offered them to the illustrator Joseph Scheuerle, who early in the century
painted many portraits of western Indians and moved in Charlie Russell’s circle of
Montana artists (Boileau 1971). In a letter to Scheuerle, Mary Godfrey documented the
Godfrey collection as well as uncertain Navajo identification of the blanket, “I can think
of no better abiding place for some of our Indian relics than in your hands. If you care to
have them. Indian pottery, bead work, a Navajo blanket--or rather an Indian blanket
taken from the battle of Washita--Have you space for them?” (Godfrey, M. 1941)

The artist Scheurle did have space and kept the blanket and robe. Only after Scheuerle’s
death and the sale of his estate did the Washita objects transition from personally
meaningful mementos to marketable commodities. Despite damaged condition and
modest aesthetic appeal, the blanket and robe had major value in their joint historical
provenance. They passed together over a short period to Michigan collector Richard
Pohrt, then to Missouri dealer E. B. Daniels, and to Santa Fe dealer Rex Arrowsmith.

In 1960 Arrowsmith sold the Washita materials to Francis V. Crane, an avid collector of
Western history, and his wife Mary W.A. Crane, who operated the private Southeast
Museum of the North American Indian in Marathon, Florida. Finally, in 1968, a century
after leaving Cheyennes, the pieces were donated with the Crane American Indian
Collection to the Denver Museum of Natural History (now the Denver Museum of Nature
and Science) (Herold 1999).

Too sensitive for display in the Denver Museum’s American Indian Hall, the Washita
pieces have never been exhibited and are reserved for research. The present study began
in 1998 in response to consultations with the Southern Cheyenne Tribe. On September
21-23, 2000, at request of the Southern Cheyennes, the Washita Chief Blanket and the
Chief White Antelope Blanket from the Sand Creek Massacre were laid out side by side
at the School of American Research, Santa Fe, for inspection by the Seventh Biennial
Symposium of the Textile Society of America.
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Cheyennes and Trade Blankets

As the southernmost bands of Cheyennes moved into the Arkansas River area in the
second quarter of the nineteenth century, the wearing of heavy buffalo hide robes must
have become increasingly impractical in all but the coldest winter weather and the
Cheyennes increasingly chose to wear cloth blankets. Suitable for both ordinary life and
important occasions, blankets were improvised from lengths of plain woolen commercial
trade cloth or blankets loom-woven to form and size needed. The blankets might
originate on a Navajo vertical loom, a Spanish or American floor loom operated by hand
and foot, or an American or British machine loom. Plentiful documentation shows that
woven blankets were a staple exchange item for Indian-tanned buffalo hides. For
example, Josiah Gregg said in 1820 of Comanche buffalo hide traders in the south, “Each
owner usually wants a general assortment,...as a blanket, a looking-glass, an awl, a flint,
a little tobacco, vermillion (sic), beads, etc.” (Quaife 1967: 210).

A vivid account by trader William Boggs near Bent’s Old Fort in 1845 establishes the
popularity among the Cheyennes of particularly the banded shoulder blanket in the
version called the First Phase Chief Blanket, traded from the Navajos. Boggs described
blankets “all alike, with white and black stripe[s] about two inches wide.” He watched
“several hundred of these young Indian maidens, dressed in their Navajo blankets, form a
circle at a war dance outside of the circle of braves, who were dancing around a large
bonfire...with their trophies of Pawnee scalps.” (Hafen 1930)

More typically, nonspecific old journal accounts merely hint at banded blankets among
the Cheyennes. For example, on August 6, 1846, at Bent’s Fort Susan Magoffin, a
traveler on the Santa Fe Trail, described some sort of banded trade blanket, possibly worn
by a Cheyenne: “Another Indian has come in....He is a warrior well armed with bow and
arrows—a quiver full. His dress consists of a striped blanket wrapped around his body, a
string of beads, and his long hair tied up with a piece of red cloth.” (Drumm 1982: 70)

We know that at least one Cheyenne of the period wore a blanket in the proper colors,
though unknown pattern. Dog Soldier Chief Tall Bull was described as rising in great
dignity at a gathering sometime before 1869, with his red and black blanket folded
around so that he had free use of his right arm to gesture (Stanley 1982).

No banded blankets similar to the Washita example have been found thus far in scholarly
studies of commercially created, machine-woven wearing blankets produced in the
United States or Britain for an American Indian market, from the earliest Hudson’s Bay
blanket to the contemporary Pendleton. However, Robert Kapoun’s important study of
American Indian trade blankets, which focuses on later periods, provides clues for search
among the products of an early independent woolen mill operating in New England and
another in Oregon. (Kapoun 1992: 38-9).

Cheyenne artists of the mid-to late eighteenth century depicted trade blankets in use in

pictographic style drawings of early camp scenes, ceremonies, horse raids and battles,
drawn on pages of American ledger books. Navajo Chief Blankets and Hudson’s Bay
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blankets were models for many textiles, but thus far the distinctive Washita style pattern
has not been recognized in ledger book drawings. A careful check of the Dog Soldier
Ledgerbook, a Cheyenne document dated 1865 to 1869 that was collected at the Summit
Springs battleground, showed trade cloth blankets around waists of warriors and on the
backs of their horses but none with cross-banded patterning (Afton et. al. 1996).

Most promising for continuing research, but so far yielding no images of Washita
blankets, are historic photographs of Cheyenne people. Many images show Cheyennes
wearing trade blankets with banded patterns, including multi-color-banded point-marked
Hudson’s Bay blankets and multi or single-banded white blankets. For example, at a
meeting at Camp Weld, Colorado before the Sand Creek Massacre of 1864, Chief Black
Kettle and other Cheyenne and Arapaho delegates are enveloped from waist to feet in
white blankets that have a single bold dark band along one end (Afton et. al. 1997:xvi).

To Southern Cheyennes today, this blanket has sacred presence as well as cultural
meaning for it comes from one of the “sites of shame, where armed military forces
attacked sleeping Indian villages,...Without question, the sites are sacred to Native
Americans, who feel an obligation to tell the living about past atrocities.” (Gulliford
2000: 88, 90). The victims and survivors of Sand Creek and Washita are family relations
who are known by all their Cheyenne names. As the ancestors once possessed the
warmth, beauty, and usefulness of the surviving Chief Blanket in their lodges, on their
horses, and over their shoulders or around their waists at chiefly events, so the present-
day kinsmen are touched and honored by the blanket’s endurance and symbolism.
Contemporary Cheyennes have a strong sense of stewardship toward the blanket: they
believe that study and knowledge of the blanket support honoring it. Our future search
for the Washita Chief Blanket tradition and meaning will include interviews with elder
Cheyenne people and review of previous first-person accounts.

Trade Blankets Beyond the Cheyennes

While Part I has shown technical and design uniqueness yet linkages of this blanket with
native Southwestern and Hispanic blankets of the period, no examples of the style have
been found in collections or historic photographs or other depictions connected with
Southwestern Indians. Looking eastward and northward, however, several early
photographs depicting Washita-style blankets have been found—showing the blanket on
the backs of Cheyenne enemies.

Closest to Cheyenne homelands is a photograph of a Pawnee scout unmistakably wearing
a similar blanket, though the red color can’t be discerned (Figure 1). The often-
reproduced William H. Jackson image of an earth lodge village in Nebraska was possibly
taken in 1871. In identifying both men as probable scouts, who often assisted the U.S.
military, Pawnee scholar Roger Echo-Hawk noted that raiding and prisoners could have
circulated trade blankets among Plains peoples (Echo-Hawk 2000). Details of the
blanket design, namely, the compound center band and the three spaced bands, leave little
doubt that the tall man in the center is wearing a look-alike of the Washita Chief Blanket.
It is fringed at the base (though the top edge is hidden): textile analysis of our specimen
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(Part I) leaves open the possibility of fringing.

Laurie D. Webster has recently pointed out two important images of similar fringed,
banded blankets that were published by the Museum of the American Indian in 1982.
Indian people contemporary with Washita but living far north of Cheyenne country are
depicted—Crow Indians in the 1868 delegation to Washington. In each photograph of a
man and his wife, the woman is arrayed in a zone-banded dark on white wearing blanket
with fringes at bottom and top. In “Portrait of Blackfoot and Wife, Crow” (photographer
unknown), only a single band detail differentiates the blanket from the Washita textile.
Intriguing identifications (albeit undocumented) occur in the captions: “She is
wearing...the Spanish trade textile favored by the Crow” and “His wife is wearing...a
Spanish trade blanket.” (Museum of the American Indian 1982: 32,33,61)

From the images and “Spanish trade blanket” attributions above, our search for sister
blankets of the Washita Chief Blanket clearly should encompass Plains Indians in the
north as well as the south. It should focus on fringed blankets produced on wide floor
looms of the Spanish, either in New Spain (Texas, New Mexico or Mexico) or European
Spain. The latter direction is consistent with advice from several textile authorities
(Nancy Blomberg, Jerry Becker, Ann Hedlund, Will Wroth, Jeanne Brako, and Bob
Mann) to look at products from floor-loom workshops and commercial enterprises
outside the Southwest to the south and east. We already know that blankets most
widespread from this period--Saltillo blankets and serapes from northern Mexico and
Hudson’s Bay blankets from England--are dissimilar. Other producers are little studied
and sister blankets must be sought through collections survey and specialist information.

The first similar specimen came to light recently. Laurie D. Webster briefly inspected a
textile fragment strikingly similar to ours at the Peabody Museum of Archaeology and
Ethnology. The longitudinal half, cut from a large rectangular blanket, is band patterned
across the width in black and red on white, almost identically to the Washita Chief
Blanket. Knotted warp threads form fringes at both ends, indicating probable treadle
looming. Though material and technical details are only partly known as yet, the warp
appears to be 3-ply-Z-spun, S-twist, used in pairs, and the weft wool is 2-ply Z-spun, S-
twist. With so many diagnostic trait similarities and filled-in parts, the Peabody textile
offers excellent supplementation to knowledge of the Washita style textile. It disappoints
only in its poor documentation: donated to the Museum in 1907, the textile has uncertain
date and culture of manufacture (labeled ca. 1860s, Mexican?).

Conclusion (Parts I and IT)

Research has defined the Washita Chief Blanket descriptively and vis a vis Southwestern
wearing blankets and verified its provenance and cultural-historic context. Despite its
strong visual similarity to the Navajo First Phase Chief Blanket, the blanket is an
anomaly in the Southwest. Technical characteristics, provenance, and ethno-historic
evidence establish it as another style of trade blanket to Plains cultures of the mid-
nineteenth century (ca. 1840-1870). Specific source identification is hampered by the
blanket’s oddities and missing ends, the indeterminate yarn production, the absence of
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floor looms of sufficient width, and lack of similar source-documented specimens. The
dyes and wools and ethnohistoric data place its probable place of manufacture in the
Spanish sphere, but textile producers in the eastern United States cannot be dismissed.

The warps of the Washita Chief Blanket are so fragile that its survival is amazing (due in
large part to its post-1868 life as a display piece). The existence of similar blankets is
problematic, yet the historic Crow and Pawnee images show that there were such
blankets in other Native hands and the discovered matching fragment gives hope of other
illustrations and rare surviving textiles. Ultimately, we may find a wide loom with paired
warp weaving structure from the mid-eighteenth century.

Moreover, the “whole cloth” of the Washita Chief Blanket story depends on
understanding its role and significance among changing peoples, arts, and belief systems
on the Western Frontier. Crucial are first-person knowledge and viewpoints of Southern
Cheyenne descendants, who carry on the language of the robe and many other customs of
the Cheyenne Way. Most vitally, for all, homage to the Washita tragedy is long overdue.
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Pitfalls, Perceptions, Problems, and Possibilities in the Perusal of Prehistoric
Fabrics

Mary Elizabeth King

Nearly 40 years ago, Anna Gayton wrote a paper entitled, “The Cultural
Significance of Peruvian Textiles: Production, Function, Aesthetics for the Kroeber
Anthropological Society Papers (1960). Textile studies at that time and earlier had
tended to focus on one or more of these three categories when dealing with ethnological
textiles, but studies of archaeological textiles were almost entirely descriptions of
techniques and designs. While in the past 10 or 15 years, significant advances have been
made in the interpretation of ancient fabrics; we still have a long way to go.

What, then, are the approaches that we must now take to adequately study
prehistoric textiles and derive the greatest amount of knowledge from them? First,
accurate descriptions with attention paid to terminological clarity, preferably using a
standard such as that of Irene Emery (1966); second, a thorough knowledge of the
literature, museum collections, and range of possibilities; third, employing multi-
disciplinary corporations analysis; fourth, the use of such studies as semiotics, linguistics,
ethnographic analogy, and mythology to attempt to understand meaning; fifth,
experimentation; sixth, to make use of logical and scientific theory, yet approach the
study with an open mind; and seventh, to always keep in mind the fact that are
archaeological specimens are the product of human beings. Since it is unlikely that any
one person could possibly accomplish all of this, it will be necessary to call upon others
with specific areas of expertise and, whenever possible, to communicate with one’s
colleagues for their advise and criticism.

In any field, it is necessary to acquire a mass of basic data before one can begin to
assess this data with an eye to making hypotheses and drawing a conclusion. One should
look at all of the examples possible, though in many areas of textiles studies this may not
be easy achieved. It may take years before sufficient examples are found to make
meaningful comparisons. The scarcity of examples may lead us to make incorrect
assumptions about the distribution of techniques and textile types through time and space,
a problem with the study of all perishable materials. The problem is further magnified by
the incomplete nature of all archaeological exploration. With advances in archaeological
techniques, however, more and more fragments of fabrics are being found, and it may
eventually be possible to make more reasonable statistical approximations of reality.

It is also important, perhaps particularly so in the study of ancient New World
fabrics, to understand what was going on elsewhere. We must know what was happening
in the past in North, Central, and South America, as well as in the Old World at the time
of the original New World settlements. The latter can enlighten us as to the kinds of
things that humans brought with them in their migration; the former can show us the
results in diffusion and innovation in various New World cultures. As an example,
Archaic peoples across North America utilized such garments as string skirts and fur-and
feather-twined blankets. It seems clear that these were items that they brought with then
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from the Old World. It would have been impossible for people to migrate or even to
make extended hunting excursions without warm clothing, carrying devices, and all the
many other things that they would need to preserve themselves and their way of life.

As to the importance of understanding the industries of the various parts of North
and South America, without such knowledge it is impossible to understand the origin of
techniques. Many techniques are more wide spread than is commonly believed, and
most, if not all, of us have made substantial errors in speaking of origins and relationships
without understanding the larger picture. In other words, descriptive studies form a basis
for more sophisticated studies and hypotheses, but a sufficient number of descriptive
studies must be available to assess the reliability of the data, and, if possible, the studies
must be widely available, not simply buried in unpublished delivered papers, masters’
theses, doctoral dissertation, or little-known local journals. Ultimately some of these may
achieve wider access, but some important studies reach a wide audience. It is incumbent
upon true students of a subject to make their works available for critical analysis and
encumbent upon the critics to make their criticism objective and free of personal bias.
The web may offer us a new chance “publish” important bits of knowledge (see, for
example, Karen Bruhns’ “The Story of a Sherd: The Second Oldest Textile in Ecuador.”

Modern graduate students often believe that the older literature in the field is not
worth their consideration, but those without a knowledge of past information are often
doomed to make serious misinterpretations. We might all be spared embarrassment if we
had a better grasp of past published material as well as the contents of museum
collections, to say nothing of frequently consulting with our colleagues before publishing
our material.

Textile studies have, indeed, become more perceptive in recent times. One might
cite William Conklin’s 1973 and 1986 papers, “Structure as an Index of Numerical
Thought in Archeological Textiles — An hypothesis” and “The Mythical Geometry of the
Ancient Southern Sierra;” Mary Frame’s imaginative demonstrations of techniques
transposed into designs (1986); and many others. Semiotics, long applied to ethnic
costume (see, for example, Bogatyarv, 1971) and even to high fashion (Barthes, 1983)
can also be applied to ancient textiles, perhaps explicating that most elusive of traits—
meaning—that might other wise remain unknown. In The Fashion System, Barthes uses
*“ image garments” in this case fashion photographs, in his semiotic analysis. While we
unfortunately have no photographs from the distant past, we do have their equivalent in
such things as human effigy potter, figurines, mural paintings, etc. Many of Barthes’
“significant units” seem to have been virtually ignored in modern studies. Few of us
have dealt with the meaning of placement, whether of details or whole design units. In
Paracas, Safford (1941) pioneered in such a study, and Anne Paul (e.g., 1997) and Mary
Frame (1988) have continued to do meaningful studies of design placement. One other
paper (Brugnoli Bailoni and Hoces de la Guardia, 1995) uses placement to attempt to
determine meaning in Chavin and Wari textiles. In the former, they believe that two
textiles have agriculture calendrical significance; in latter, the meaning is not clear.
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We are all aware of the importance of using specialist in other fields to assist us in
our analyses. We are accustomed to using botanists and zoologist to help us identify
further errors in print. Since many early fiber identifications are inadequate or totally
wrong, and since analytical techniques are constantly improving, it is always wise to rest
fibers and other organics. Sadly, some of these early errors are still being repeated in
recent and otherwise excellent publications. For instance, the animal skins used in
twined fur blankets are still being identified as rabbit, when a quick trip to the local
zoologist would show that they are mixed small mammals. If it is impossible to retest, it
should be made clear that these are old identifications. Dye analyses are woefully
inadequate; basically only red and blues have sound source information. It is difficult to
identify yellow dyes, but it would be worthwhile to find a dye chemist who is willing to
spend a few years studying yellow plant dyes. It would undoubtedly have to be limited to
a specific geographic region, but anything would be better than nothing.

There are, however, other ways in which scientists can be of use. Some time ago,
two Austrian zoologist (Wickler and Seibt, 1983, 1988) offered a re-evaluation of the
Paracas “double-headed snake” design, convincingly suggesting that the design actually
represents polychaetes, sea worms that not only appear to have “heads” at both ends and
protrusions from their sides but also have considerable calendrical significance. The
earliest depiction of them is in a twined fabric from the preceramic site of Huaca Prieta
on the north coast of Peru, in which they are shown with crabs. In actuality, polychaetes
sometimes co-inhabit crab burros. They are often brightly colored, and they spawn at the
ocean surface in great numbers annually. It would be impossible for coastal-dwelling
people to ignore them. Polychaetes are widespread in the world, and, in Indonesia, they
figure in the mythology, so it is quite reasonable to believe that they had significance to
the ancient Peruvians as well. The publication of this identification was in a well-known
European journal, but it had obviously been missed by most Peruvianists.

Linguistic analysis can be useful in design analysis as well; for example, minimal
pairs can be located in repetitious design layouts and serve to distinguish similar beings
or designs from one another. E.J.W. Barber (1991) has made superior use of her training
as a linguist, archaeologist, and weaver in her discussion of the prehistoric textiles of the
Old World. Likewise, experimentation, which Barber also practiced, can serve to
reinforce technical analysis.

Experimentation, can, however, be dangerous unless the person experimenting
has, at the very least, skills approaching those of the original craftspersons. Barber’s use
of the techniques is so successful because she is a skilled, second-generation weaver.
The same process in other hands can be disastrous. We must be aware that early
craftspeople may have utilized techniques unfamiliar to us and not make judgments based
on what modern craftsmen and women can or cannot duplicate. If we find ourselves
considering a production method that is far more complicated or time-consuming than
need be, we should probably apply the principle of Ockham’s razor and look for a simple
explanation based on prior knowledge.
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' Archaeologist have used ethnographic analogies for many years in an attempt to
explicate archaeological behavior, and though not infallible, such analogies sometimes
help us to understand the archaeological counterparts. The fact that everyday artifacts
and behavior often acquire ceremonial uses and meanings through the passage of time
can also add dimension to the understanding of both archaeological and ethnographic
textiles. Some obvious examples are the survival of medieval dress style in recent nuns’
garments, the use of candles in ritual situations, ant the transformation of the everyday
semi-subterranean house into the kiva in the Southwest. A curious “survival” which does
not fit this pattern concerns an odd Peruvian poncho or shirt from the Central Coast
(Gayton, 1955; Emery and Kind, 1957). Sometimes called a mummy-bundle poncho,
these relatively common garments consist of loosely woven narrow brown plain-weave
cloths sewed together horizontally and bordered with red and blue weft-faced plain
weave. The construction process produces a horizontal neck slit, and, in most examples,
“arm” holes at the top edge of the poncho-shirt, rather than on the sides. This has been
interpreted as a garment that could have easily been pulled over a mummy bundle, with
the small fabric and the construction of the garment were both so loose and open that it
would have been difficult to wear in life without catching on anything and everything. I
recently encountered an illustration of a Chancay pottery figurine wearing a fragment of
the same textile as a poncho (Damien, 1995:116-117, Fig. 4). Damien describes the
female figurine as a votive “cuchimilco” figure found in graves, with obvious ritual
significance. More surprising, the identical garment construction, albeit made of bark
cloth, appears in the Peruvian Amazon among the Asheninka (Vebber, 1996), where it is
worn by women and described as a prehistoric garment. Interestingly enough, the men
wear a poncho made up of the same strips, but with the strips sewn together vertically,
producing a normal neckslit and armholes. Thus a shirt can be turned from a male to a
female garment or vice versa by simply unstitching it and putting it back together in the
opposite direction. This appears to be the complete reversal of the more common
situation of the everyday into ceremonial gear, but it might possibly be a case of a
construction method used for both ritual and everyday circumstances.

One of the commonest pitfalls in prehistoric textile studies is the use of circular
reasoning that creeps unintended into many arguments. Often eager to prove our cases,
we may base a premise on the assumption, without proof, that a certain situation exists.
Thus, as is often said to be the case in the Southwestern U.S., if the backstrap loom was
introduced ca. A.D. 500, accompanied by cotton, then any example of cotton cloth
cannot precede A.D. 500, or, if there is a backstrap loom, there must be cotton.

I have already written (1978) of the difficulties involved in the study of
archaeological textiles, especially those which consist of impressions on pottery or those
adhering to metals, and I believe that my conclusion in that paper are still sound. It is
usually necessary to see both sides of a structure to identify it positively. Many
descriptions of techniques based on pottery impressions a downright fanciful. In all
archaeological textile studies we must make decisions about which details are significant
and whether the significance applies in all circumstances. Some works, admirably, give
us all possible details and let the reader make the decisions, but this is a very labor
intensive approach. If we take the direction of spin and ply, for example, we are faced
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with somewhat limited possibilities. There are only two directions: S and Z (\ and /). It
seems clear that plant fibers have their own preferred direction of initial spin based, no
doubt, on their ‘structure, with cotton being usually initially spun Z and the other plant
fibers, both leaf and stem, usually spun initially S. This is not infallible, it is simply the
norm. Plies are usually in the opposite direction from the original spin, for the reason
that they hold their twist better in that situation. Some variations in spin may be due to
handedness or to the method of spinning. Non-plant fibers may be easily spun in either
direction, and on occasion, opposite spins or plies in adjacent warps are used for a kind of
herringbone patterning in textiles (Dransart, 1995:233, Fig. 5), a trick that the crafts-
people may have originally learned with twining. The use of opposite plies in a given
fabric may have a magical connotations as Goodell (1968) found in Andean ethnographic
textiles, and, similarly Dransart (1995:240, endnote 11) cites Meisch (1986:27) for the
information that opposite spin is used by the Tarabuco of Bolivia for plaited ties worn
around the ankle “to protect the body.” Goodell (1968:7) agrees that llog’e (clockwise,
or S, spin) has protective qualities, as well as being used in offerings. The presence of
opposite spins or plies in prehistoric textiles may indicate similar beliefs.

Adovasio and his colleagues (e.g., Maslowski, 1996) have long insisted that
changes in spinning practices indicate a new population or culture moving into the areas,
but they could just as well mean the introduction of a new fiber (which, of course, does
not preclude a new population, as well). In a very few instances there do appear to be
cultural preferences in spin. In northern Peru, for example, cotton is almost always
initially spun S, and a textile that includes nothing but S-spun cotton can be safely said to
be from the north. This, however, is the only clear example of such a preference that has
been noted, and the northern Peruvians do no seem to be significantly different culturally
from their southern neighbors. When Chavin-style textiles occur on the South Coast of
Peru as a result of influence from the north, they are Z-spun. In the north, where
preservation is unfortunately interior, the spin would be S. Unfortunately, there are few
early textiles preserved from the North Coast. In prehistoric fabrics from northern
Mexico, Taylor (1968) noted a preference for final twist, rather than initial spin. This
results in some rather strange spin and ply combinations, such as the same direction in
both and singles and plies with the same final spin, and it is impossible to know whether
this was an aesthetic decision or had other meaning.

Both Dransart (1995:237ff) and Frame (1986:56) have suggested that spinning
direction may have greater meaning, that it may be “the embodiment of the rotating
motions in the [waynu] dances” (Dransart, 1995:239) or to simulate “the Apparently
spiral direction of the sun in its daily and annual cycle” (Frame). If spinning does have
such connotations it makes it less open to change than might otherwise be the case.
However, these meanings cannot be all inclusive, since some fivers are spun in one
direction and others in the opposite within the same culture. Clearly this is a subject for
additional study. For that reason and others, I find it difficult that publications on design
in fabrics rarely contain technical details such as size, fibers used, spin and ply, etc.
These could be simply recorded in footnotes or appendices. Such and inclusion would
render the articles far more useful and need not distract the reader from the discussion of
design and meaning.
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The most difficult thing to determine is unquestionably, meaning. Even with
ethnographic textiles, differing interpretations of a single design can often be elicited
from a group of artisans. With archaeological textiles, only semiotics used together with
ethnographic analogy, holds out some promise for deciphering meaning, and even then,
we can never be sure that we are right. Sometimes it appears that we simply cannot
determine how something was made or used, or what it meant to the people who
possessed it. Irene Emery (1966:xv) long ago pointed out that the method of construction
usually cannot be positively identified from the finished product, although the structure
can, in most cases, be described. Often a number of construction methods, more or less
indistinguishable in the final fabric, can be used to produce a given effect.

There are still many unsolved problems. Some, such as the ultimate origins of
techniques may not be susceptible to solution owing to the perishable nature of fabrics
and their long history. We are bound to be left hanging in our studies of fabrics that are
not accompanied by a written language. As Barthes (1983:277) has said, language is the
“guardian of meaning and gateway to the world.” Without it, we can make surmises, but
we cannot be assured that we are correct. In fact, the worst thing about the analysis of
prehistoric fabrics is the fact that we can never really know whether a great many of our
interpretations are right or wrong. We can only do the best we can to wring every shred
of data from our artifacts. Even in our failures, we gain knowledge.
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ARCHAEOLOGICAL TEXTILES: THE NUMBERS GAME

"~ By Nettie K.Adams
University of Kentucky

Archaeological textiles are generally so rare that each one can be dealt with as the
precious individual it is. But when ancient rags are emerging from the ground by the
basketful, how do you deal with them? When, at day's end, you are confronted with two
to three hundred separate textile specimens, and similar numbers are expected each day
of excavation? That is the challenge that Elisabeth Crowfoot and I faced together for five
seasons at the site of Qasr Ibrim.

The archaeological site of Qasr Ibrim is located on a bluff high above the Nile
River in Egyptian Nubia, about 30 miles north of the Sudanese border. It was a powerful
fortress-city, dominating the area for many miles both upstream and downstream. This
strategic location must have attracted settlers from very early times; we know that Qasr

lbrim was continuously occupied for at least 3000 years, and was only abandoned finally
in 1811 AD.

Since Qasr Ibrim is in Nubia, one of the driest regions of the world, the
preservation of organic remains is truly amazing. In addition to literally thousands of
textiles, we find remains of leather, wood, basketry and matting, parchment, papyrus,
paper, and forgotten or lost stores of wheat, dates and beans. The town was built on its
own trash, so the archaeological deposits are all refuse, and the recovered objects are
mostly fragmentary. For example, a rag, which was originally part of a man's garment,
was cut down to make a child's dress, and finally was used as a scrubbing rag, before
being discarded. Though the fabric is in relatively good condition because of the extreme
dryness of the site, its fragmentary condition makes it often difficult to ascertain an
original purpose. However, if hems, seams, or other features are present, we can often
recognize the ghost of the original garment.

The study of textiles at Qasr Ibtim has been carried out by Elisabeth Crowfoot and
myself. The field methods we have devised have necessarily been adapted to meet the
unusual conditions just described. A central feature of our study is the analysis and
recording of every fragment of textile which comes from the ground, no matter how
small. In the 1980 season alone, this number totaled 23,432 specimens, and other seasons
have yielded similar numbers. We devised a form on which to record the textiles from
eachprovenience, or location. The form includes spaces to record all the basic features of
woven cloth: fiber, direction of yarn twist, weave, thread count, color, borders, and the
numbers of fabrics in the group which answer that description. Space is left for
comments to augment or clarify the tabulated description: stripes are recorded by
counting the number of warps which compose each stripe; checks or plaids are analyzed
using both systerms of warp and weft. Often we sketch a pattern. Our ultimate aim is to
produce a description sufficiently complete so that a weaver could reproduce each piece
that has been found.
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The best-preserved or most unusual textile fragments are catalogued. In addition
to undergoing the initial analysis just described, they are given a number, measured,
cleaned, photographed, possibly drawn, and mounted for safe travel to Cairo. The
catalogued specimens in 1980 numbered 525, or slightly over 2% of the total number of
textiles recorded. The uncatalogued specimens are reburied on the site.

These numbers have allowed us to do the same kinds of quantitative studies that
archaeologists have long brought to the study of potsherds. Quantitative analysis, in
which the textiles are viewed, not as individuals but as members of a population, is a
useful way of addressing questions of variation of fibers and fabric types over time and
space. Using percentage frequencies I have been able to construct graphs and charts
which help to organize this vast body of material.

STUDY 1 (Figure 1)

The first study, of 12,061 specimens, shows the fluctuations of the frequencies of the
three major fibers of flax, wool and cotton over a period of 2000 years. In order to
understand the meaning of some of these wild variations, some knowledge of the
history of Qasr Ibrim is in order.

The earliest level from which we have textiles dates to the Ptolemaic Period
(ca.332-30 BC). In these levels, more than 90% of textile specimens are made of flax. It
was the dominant fiber of ancient Egypt, and continued to be used in Ptolemaic times
as well. Then, in 23 BC the Romans established a garrison at Qasr lbrim. Our textiles

reflect their arrival by a dramatic increase in the percentage of wool. The use of wool
was known but not favored by the dynastic Egyptians; it was only with the coming of
Roman forces that wool became a major textile fiber at Qasr Ibrim. During the period
of Roman occupation, which lasted about 125 years, flax nevertheless continued to be
the dominant fiber, used for furnishing material as well as for clothing worn by the local
population.

With the departure of the Romans around 100 AD, Qasr Ibrim came under the
influence of the Kingdom of Meroe located farther south along the Nile in the Sudan.
Meroe had an extensive cotton industry, and, in fact, introduced the fiber to Egypt.
During the following span of roughly 4 1/2 centuries the use of flax and wool decreased
dramatically, and cotton made an appearance on a large scale. With the collapse of
Meroe around 350 AD, the cotton industry gradually declined and then its use plummeted
around 550 when Nubia converted to Christianity.

During the early middle ages, cultural influences, along with Christianity, came to
Qasr Ibrim again from the north. The use of cotton was replaced by wool. Wool, along
with flax, were the two fibers most prevalent throughout the Mediterranean world
Sometime around 800 AD the use of cotton began to increase again. This may be an
indication of the early beginnings of an Egyptian cotton industry, so important to the
Egyptian economy later on.
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The later Middle Ages at Qasr lbrim were a time of wealth and influence as
indicated by the large numbers of imported luxury goods. Decorated pottery, glass
vessels, art objects of metal, wood and ivory, as well as religious texts with elaborate
decorative leather bindings have been found. Quantities of imported linen cloth also
appear among the textiles at this time.

The last 400 years of occupation can be characterized generally by a continuation
of the trends of the preceding century. However, we know that near the end of
occupation there was a severe economic decline, which is not revealed by this graph. To
see evidence of this poverty, we will turn to more sensitive data.

STUDY 2

During the last 300 years, of occupation, Qasr Ibrim came under Turkish rule when
the Ottomans conquered Egypt in 1517. They established a garrison on the citadel and
constructed barracks, storage pits, armories and a stable. A number of weapons as well
as other imported items such as Chinese porcelain have been recovered, including
quantities of luxury fabrics.

The Ottoman era falls into two periods: Period 1, 1556-1583 and Period II, 1583-
1812. These two time spans were recognized archaeologically in the stratigraphy, and
have since been confirmed historically. I have selected six imported luxury fabrics to
analyze for the two periods, using the same numerical procedure as described earlier.

The first is fustian, a cloth with a flax warp and a cotton weft, used mostly for
cushion covers. The second we call 'cap weave', a specialized wool fabric used for small,
close-fitting men's caps, jackets and vests. Three others are fabrics of pure silk, wool pile
carpet fragments, and resist-dyed or block printed cotton cloth; these were probably the
three most expensive of the imports. The sixth luxury fabric, which we call silk mix,
occurs in two types. One has a silk warp and a cotton or flax weft. It is warp face, and
the heavy weft produces a ribbed texture. The other type of silk mix is basically flax or
cotton fabric with the addition of silk warp stripes, often as a decorative selvedge.

The 27 years of Period I are represented by six excavation units containing a total
of 8,770 textile specimens (Figure 2). The combined percentages of the six fabrics from
the six excavation units present us with a high of 6.3% to a low of 2.7 %. Furthermore,
the unit with the lowest total percentage completely lacks two of the luxury fabrics: pure
silk and pile carpet. Perhaps this can be interpreted as an indication of a lower economic
status for the residents of that house.

For the analysis of textiles in Period 11, I took four neighborhoods containing a
total of 15 houses (Figure 3). These 15 houses contained 17, 394 textile specimens.
During this period there seems to be a greater range of variability among neighborhoods
and among individual houses than was true in the earlier period. Only neighborhood B
contained any pile carpet; the two smaller neighborhoods C and D had no printed cotton
or pile carpet and lesser percentages generally of luxury fabrics than the two larger units.
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An interesting comparison with Period I is found in the combined percentages of
the luxury fabrics from each house. In the earlier period only one of the six excavated
units had less than 3% luxury fabrics; in Period 11 that figure climbs to 40%. A further
comparison reveals that two-thirds of the units of Period I contained more than 4% luxury
fabrics; in Period 11 that figure dropped to only one-fifth of the units with at least 4%
luxury goods. The decline in luxury fabrics becomes even clearer when the frequencies
of all the luxury fabrics are averaged for the two periods. For period I we arrive at a
figure of 4.3 %, and for Period 11, 2.7 %.

The progression of the decline of luxury fabrics throughout the 229 years of Period
11 can seen in Figures 4 and 5. The graphs show time proceeding from left to right; the
earlier stratigraphic levels are on the left. Although the percentages fluctuate, especially
for Neighborhood A, the trends in both neighborhoods are clear: there is a marked
decline in imported luxury fabrics as the story of Qasr lbrim was drawing to a close.

STUDY 3

The majority of cotton fabrics from the Ottoman Period have yarns spun in the Z
direction. They were imported from Egypt in several standardized types from which
much of men's clothing was made. A locally made cotton cloth is a poor substitute, and
is readily distinguishable from the Egyptian types, by its S-spun yarn. This fabric only
appears during the Ottoman Period; it is totally absent among the textiles dating to earlier
times at Qasr lbrim.

Looking at the percentages of this cloth type in the six Period I units (Figure 6), we
see a variation between .6% and 4% among them. Furthermore, the three units
containing the lowest percentages of this fabric are the same ones which show the highest
percentages of luxury fabrics.

In Period II (Figure 7), the figures vary between 2% and 19%. This represents a
dramatic increase in locally made cotton fabric since Period 1. Among the six earlier
units only one had as much as 4%; four of the remaining units had less than 3 %. In
Period 11 we see that 8 of the 15 houses contained 10% or more of the locally made
cloth. The negative correlation between luxury fabrics and locally made cotton cloth that
was found in Period I is replicated in Period 11. Neighborhood C with the greatest
percentage of locally made cotton is also the one with the fewest luxury fabrics.

The progression of the increase of the home-made cotton cloth throughout the 229
years of Period II can be seen in Figures 8 and 9. Again, the earlier stratigraphic levels
are on the left, and proceed in time to the right. Neighborhood A shows a steady amount
of this cotton fabric until near the end of the period, when the percentage jumps to 7%.
In Neighborhood B we see the same trend. A comparison of these graphs with Figures 4

and 5 reveals again a negative correlation between imported luxury fabrics and locally
made cloth.
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CONCLUSION

How do these three textile studies contribute to our understanding of life at Qasr
Ibrim? Have we really learned anything about the people, or just about the behavior of
fragments of textile refuse?

In the first study, the wild fluctuations of the percentage frequencies of the three
major fibers reflect the changing fortunes of Qasr lbrim through 2000 years of history.
First, it was dominated from the north by Egypt and by Rome. With the decline of these
influences, the Kingdom of Meroe extended its hegemony to the north, introducing its
own fiber, cotton. With the collapse of Meroe, its influence, along with the cotton
industry, declined, and Qasr lbrim, by adopting Christianity, again became part of the
Mediterranean world

Studies 2 and 3 trace the wealth, especially in luxury fabrics, brought to Qasr
lbrim by the Ottomans. But when governmental support of the garrison was abandoned,
the inhabitants were no longer able to import luxury goods, or even good quality cotton
fabric. In their poverty, they were forced to produce a home-made cloth which was
greatly inferior to the imported types. From these three studies it seems clear that
quantitative textile data can be accurate indicators of political and economic conditions.

Figure 1
108 r~-100%
% | ' _
80+ - A _--=1- 80"
B - . -
- r ‘\\z/ \\ . /"’ . »
[ : FAY
60- S : Y // - 60
- ! Vas .
VAY: g / :
/ v k % J
1 | N ST ]
) v/
20+ I, v/ R— . - 20
I W~ : D
I T st X
—— .
0-===— | B S B S I S e S RS SUNENE RS S N S R AU |
200 . 200 400 600 800 ° 1000 1200 1400° 1600. 1800. YEARS
B.C.1A.D. ’ ’ :

Frequency Variations of Three Major Fibres Through Time

Cotton = — - = Wool °°°°° Flax ——

54



Figure 3

AR
AN

NN
NN

e

PN

5%

AN
AN

2

.
N //// NN

W

Neighborhood D

Pile Carpet

39
I

Neighborhood B

Neighborhood A

Neighborhood C

i

Printed Cotton

Cap Weave

Fustian

X
7]
o
e
)
o

d Fabrics

of Six |

Period 2

Figure 5

Figure 4

5%

4%

1%

Level 1

Level 2

| Level 3

i;,Level 4

Level 5

Level 6

Level 7

6%

5%

4%

3%

1%

g

Level 1

Level 2

Level 3

Level 4

Level 5

Level 6

Level 7

L/

Level 8

Level 9

Combined Frequencies of Six Imported Fabrics

Combined Frequencies of Six Imported Fabrics

Neighborhood B

Neighborhood A

55



Figure 6
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Ancient Traditions, New Interpretations:
Compression Resist Textiles in North and Mesoamerica

Virginia Davis

Anasazi pieces from the Southwest USA, circa 1100 — 1300 AD, are known
having compression resist patterning by tieing or stitching. These may possibly show
influence from further south. In Mexico, tie and stitch resist is seen in pre-Hispanic
indigo dyed brown cotton fragments recovered in the region of Tehuacan, Puebla. The
codices are rich in depiction suggesting tie-dye, in particular, the cloak of Nezahualpilli,
Lord of Texcoco, Codex Ixtlilxdchitl, analyzed by Dr. Patricia Anawalt. Nezahualpilli,
means in Nahuatl “blue knot,” linguistically reflecting the design in the legitimizing
cloak. Codex Mendoza shows tribute to the Aztecs with tie design from an area where
present day Otomi live. In the Otomi area of Hidalgo, Elsie MacDougall collected tie and
stitch skirts in wool in 1935-36. Sefiora Romuala Olgun, created tie dye samples for
MacDougall. Further fieldwork in Vizarrén, Queretaro by Irmgard W. Johnson in the
early 1950s. also records the technique. In 1977, Dr.Ruth Lechuga, discovered one
remaining practitioner of the technique, Sra. Delores Aguilar, near Vizarrron. These
Otomi skirts exhibit certain European elements: floral motif, peasant style with a
waistband, and the material, wool. This European influence and possible Asian elements
may be syncretic with a technique that existed precontact. As the mestiza costume
developed from the 18th century on, one form that evolved is the china poblana costume,
now standardized in red, green and white. Perhaps the skirts described above are an
earlier stage of this development, with the simpler form persisting in isolated villages into
the 20th century.

Virginia Davis works with ikat weaving and other resist techniques, both as an
internationally exhibited artist and from a technical, historical, and ethnographic point of
view. Her awards include a Fulbright to India and four Visual Artist grants from the NEA
and the New York State Council for the Arts. Her MA in Sociology/Anthropology is
from the University of Illinois, Urbana. While a graduate student, she assisted Oscar
Lewis on an anthropological field trip to Mexico. In 1991, she published “Resist Dyeing
in Mexico:Comments on Its History, Significance, and Prevalence” in Textile Traditions
of Mesoamerica and the Andes. As a recipient of a joint NEA/Fondo Nacional para la
Cultura y las Artes award in 1995, she, with Irmgard W. Johnson, researched Mexican
stitch-and-tie resist skirts.
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APPROACHING FABRICS THROUGH IMPRESSIONS ON POTTERY
Penelope B. Drooker
New York State Museum

Organic fabrics only rarely survive under archaeological conditions. Particularly in
humid temperate or tropical zones, textiles and other fiber perishables rapidly decompose
and disappear quite soon after deposition. A few remnants may be found in dry caves or
anerobic wet sites, or as charred fragments or metal pseudomorphs, but these represent
only a tiny proportion of regional prehistoric fabric production. Fortunately, though, the
archaeological record does sometimes yield secondary evidence in the form of
impressions on pottery of yarn, fabric, and basketry.

Following the theme of this year’s TSA symposium, “Approaching Textiles, Varying
Viewpoints,” this paper focuses on methods and results of some recent projects involving
fabric impressions on pottery. Non-archaeologists might or might not be familiar with the
approach. Specialists in organic archaeological fabrics might be familiar with the
methodology but see little or no incentive to use it. Even archaeologists who have used
the analysis of fabric impressions to good advantage might not be familiar with some of
the most recent developments in the field.

In the following pages, I briefly review what is involved in such an analysis, describe
advantages and limitations of fabric data derived from impressions, discuss some recently
developed analytical approaches and newly-recognized problems, and touch upon several
recent case studies that take full advantage of this medium.

WHAT IS INVOLVED?

Impressions of fabrics, cordage, and basketry can be found on exterior or interior
surfaces of pottery vessels and figurines, as well as on unfired clay such as from wattle-
and-daub houses. Use of these impressions to investigate yarns and fabrics was explored
by William Henry Holmes over a century ago (Holmes 1884, 1888, 1896 cited in
Drooker 1992), with a few additional studies reported in the mid-twentieth century (e.g.,
McPherron 1967; Quimby 1961; Saylor 1978; and Miner 1936, Rachlin 1955a cited in
Drooker 1992). In the New World, both European and indigenous fabrics have been
investigated (e.g., Kuttruff 1980 cited in Drooker 1992). Until fairly recently, though, the
wealth of data available on such sherds was extremely underutilized.

In the case of clear, firmly-marked impressions, all that is necessary to study the
original fabric and yarn structures is some sort of malleable material with which to make
a cast or “positive mold” from the negative mold on the pottery, plus a low power
microscope or magnifier to observe and measure small-scale attributes, and side lighting
to throw three-dimensional structures into higher relief. If a fine-grained casting medium
is used, details can be amazingly clear, to the point that individual fibers are visible, and
plant and animal fibers usually can be distinguished from each other. Below, I discuss
some of the casting products currently being used, but first I want to summarize what
attributes can and cannot be studied by this method.
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FABRIC IMPRESSIONS VERSUS ORGANIC FABRICS: ADVANTAGES AND
DISADVANTAGES

Casts of yarns and fabrics obviously do not reveal color, nor can they be turned over
to see the reverse side or pulled apart to confirm structural intricacies. This makes
structural analysis particularly difficult for warp-faced and weft-faced fabrics, for
stretchy structures like linking that were impressed in the relaxed position, and for
structures like three-element twining that appear different on each side of the fabric
(Drooker 1992, 1998, 1999). Unless an impression includes a fabric edge, warp and weft
usually cannot be distinguished with certainty, nor can single-element versus multi-
element fabrication techniques that result in the same structure (King 1978:90-91 cited in
Drooker 1992), such as oblique interlacing versus weaving. Faint impressions may
emphasize one set of elements in a fabric over another, making accurate analysis
difficult. For instance, open twining may have the appearance of parallel two-ply cords if
only the twining rows, and not the passive elements, have been impressed. Similar, and
even thornier, problems arise with patterns formed by multiple impressions of the same
or different structures, such as occur when cord-wrapped or fabric-wrapped paddles are
used in pottery production (Herbert 1999). In addition, because the ceramics on which the
yarns and fabrics are impressed would have shrunk as they dried, the fabric replica never
will exhibit the exact dimensions of the original (Hutcheson 2000).

To tease out the most accurate analysis, one must be familiar not only with methods
of cord making and fabric production and embellishment, but also with a wide range of
pottery making techniques. Intimate knowledge of any and all extant organic fabric
fragments from a given region and time period aids tremendously in interpreting fabric
impressions from the same area. In addition, one must keep an open and skeptical mind.
The old saying, “When you have a hammer, everything looks like a nail,” holds true for
textile specialists as much as anyone: NOT every cast that looks like a fabric actually
represents a fabric! But the reverse can be true as well: It is possible to identify real
textile treasures if you search in the right places and know enough to recognize them
when you see them. '

For those of us who work in parts of the world where few actual examples of fabrics,
cordage, or basketry survive, impressions on pottery not only can afford glimpses of
many types of perishable constructions that otherwise never would have been known, but
also can provide very large samples, of a size suitable for statistical analysis and
comparison within and between sites and regions. Three mid- to late-twentieth century
advances have made this possible.

First, large strides have been made toward standardization of structural analysis
terminolog<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>