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CHARACTERISTICS OF ANCIENT PERUVIAN TEXTILES
IN COLLECTIONS AT OREGON STATE COLLEGE
AND THE SEATTLE ART MUSEUM
CHAPTER I

INTRODUCTION

Statement of the Problem
The department of clothing and textiles and related

arts in the School of Home Economics at Oregon State
College has recently purchased a small collection of
Peruvian textiles. In addition to these, there are at
Oregon State College, individually~ and depertment-owned
textiles from ancient Peru. There is no record of the
exact location where any of these were excavated nor have
they been analyzed and classified. This will be
necessary in order to reveal the historical as well as
technological significance of them.

The Seattle Art Museum has a rather complete
collection of Peruvian textiles that have not been
analyzed and classified. With this information the
collection will be of greater historic value.
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The purposes of the study are to analyze the ancient
Peruvian textiles at Oregon State College and the Seattle
Art Huseum and to classify as to the location, cultural
period and epproximate date, describing the fiber, weave,
designs and colors.

ation of the S
The study will be made at Oregon State College and
at the Seattle Art Huseum.

Sourge of Materials

The Peruvian textiles will be the source of material,

A study has been made of looms similar to those on
which the ancient Peruvians wove thelr textiles. It has
been possible to reproduce on modern looms many of the
- weaves and patterns which have given a greater under-
standing of the problems and limitations of the hand
weaver.

Reports of archaeological excavations in Peru and
historical books supplied background material which showed
the lafluence of custom and religion on the development
of their textiles.

Photographs of Peruvian textiles in other collections
were examined and information concerning them studied.



3

Visits to museuns have been valuable in providing an
opportunity to see many fabrics from each age together
and oollections other than those studled.

Very fow of the pre-conquest btextiles that eould be
found at the time of ‘th. Spanish invasion are now in
existence. As the Spanish soldlers marched through the
sountry they carried off everything that was of any value
to them and comuou‘ treasures were destroyed in their
greed for gold. Hany priceless textiles wers burned in
order to reclaim metal threads that had been woven into
the fabric. Through sheer stupldity much was left to
the elements to rot and oven many fabrics that they used
they mistreated s0 that later they were worthless even
as fragmenta.

It is now 1llegal in Feru to carry out of the country
any anclent textile no matter how suall the serap may be
or how useless 1t may seem to be. This limits the study
until more teXtiles will be permitted to leave the counte

ry of Peru.

The world of the Ancient Peruvisns was the section

of western South Anerica which reaches from northern
Ecuador, Peru and Bolivia with portions of Columbia,



Brazil, Argentina and Chile. This, like ancieant Gaul,
is divided into three parts: West of the Andes ridge, an
area about 1,500 miles long and less than 100 miles wide
stretches along an arid desert coast where the sun and
day mean heat, dryness and exhaustion. Through this
barren world of desert and death flow rivers which make
green valley islands that have an even, balmy climate.
At anight the moon seems to bring coolness, dew, molsture,
refreshment and growth., It is in tb»a§ woll-watérod
portions where human life has been almost wholly confined.

Far above the series of coastal valleys there are
other valleys of great importance. In contrast to the
delightfully mild climate of the coast, the weather in
the lofty Andes is usually brutal with ice, lightaing,
thunder, tempests and léro, dry summers. In the higher
places there 1s often snow, and so very few trees that
fires can be used only for cooking because of the lack of
wood. During the winters the poobla weave wonderful
blanketl,‘ruga and garments from the wool of the alpaca,
llama, guanaco and vicuna. Vhen the sun comes out during
the rainy season many plants grow, and diversified erops
provide food.

Last of the Andes there is the jungle country called
the "treen hell". kven today only a pecullar type of being



can survive the incessant, twelvee-month rain torrents,
which ecreate horror and disease, rank vegetation, swamps,
swarms of mosquitoes and other voracious insects. Hers,
malaria, beri beri, typhoid, leprosy and horrible skin
ailments prevail. The equatorial heat and dampness

turn everything to rust, mould or powder. From this
area there is nothing that has come down to ﬁn from the
past. It is a land of danger and mystery and almost
entirely cut off from the rest of Peru.

How the Indians of South America got there or where
they came from, no one knows or ever will know. Specula-
tive anthropology has brought them by sea from Polynesia,
the Orient, and even from Africa. They have been thought
to have come from the north by cance, from Argentina or
Brazil and from Siberia via Alaska and down the coast
through Central America. The Book of Mormons in 1 Nephi
chapter 18 tells of the lost tribe of Israel which landed
in North America and later spread southward. However,
they camej; we have archaeologlcal evidence that the
migration started approximately 25,000 to 10,000 years
ago. (1) As long ago as 1,000 B. C. in present Peruvian
Ancash province people were expressing themselves in stone
carvings very similar to those on Easter Island. From
about 100 B. C. to 500 A. D. many coast peoples were



producing notable ceramics and metal work. |

The ancient Peruvians attained a high culture or
civilization and developed certain arts and industries to
& point never attained by any other American race. Many
of their textiles, including their feather costuunes, are
beyond compare and reached a stage of perfection that
has not been surpassed by any found in excavation of any
other past civilization.

There 1s no evidence of the beginning of the art of
spinning and weaving in Peru as the earliest woven
fabries show the same perfection and variety of techniques
as those made later. Textile manufacturers and experts
marvel at the perfect yarns, the number of technigues
and remarkable skill of the weavers. William S, Nurphy
in his "Textile Industries" says of Peruvian threads,

"It may be that the makers of Cashmere shawls, Cacea
muslins, Aztee veils, and Peruvian robes inherited the
long labors of a thousand generations; but so far as the
spinners of what we call modern civilization are concerned,
the ideal has been realized and belongs rather to the

past than to the present or to the future., The perfect

1. HMeans, Ancient Civilization of the Andes, p. 29.
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thread 1s not to seek; it has been mede." (2) Two 7=ply
yarns have been found that tar‘ourpnnl in fineness those
that ecan be made on the modern machine with the same
materials. While Uobelin tapestries seldom have more than
20 warps to the inch, one Peruvian tapestry has been found
that has 42. "In tapestry Peru reached its highest
textile development. The harmony of color, the beauty and
fastness of the dyes, and the perfection of the spinning
and weaving, place these fabries in a class by themselves,
not only as compared to other textiles of this land, but
as regards those of any other people." (3)

The natural conditions of soil, winds, sunshine, and
skies did something for and to humanity that has not been
done anywhere else in the world. The arid climate and
peculiar burial customs have preserved for us textiles
woven more than 1,000 years ago. The dead were often
buried in a sitting position, dressed in elaborate elothing
and bound with a simple white cloth. It is some of these
fabrics that we have today. Many of these webs are as

strong and their colors as bright as they were when taken

2. Mead, 0ld Civilizations of Inca Land, p. 36.
Se u"d. Pe 37.



from the primitive looms. "The list of 0ld World textiles
is a part of the confused history of three continents,
Asia, Africa, and Europe. Nowhere 1s there told, in all
this vast area, a complete textile story. In all the
world there is only one region where we may study a
complete textile history, the creative efforts of a single
racial group, living within a known and centiguous
geographical area, over an immense period of time, In
Peru, west of the Andean rampart, from innumerable graves
along the Pagific coast, one of the world's greatest, and
certainly the world's most complete textile art has been
preserved for mankind . . « The enormous gquantities of
fabrics taken from these graves contain every basic tech~
nical method of fabric construction, every type of fabriec
d-ooﬁatian known anywhere else in the world, and also a
large nurber of technical methods not as yet found outside
of these fruitful graves." (4)

On the word of an English authority "it is not too
much to say that if the whole of the textile art of the
World were wiped out 1t could be reconstructed practically
in its entirety without loss of technique from a study of
the textile products of ancient Peru". (5)

4, Crawford, The Conquest of Culture, p. 209, 210.
6. Antrobus, Needlework Through the Ages, p. 106.



These most extraordinary textiles of a prshistoriec
people were woven on looms that consisted of two sticks,
one at the top and the other at the bottom, over which the
warps were stretched. In the ordinary loom, a heald rod
lifted every other thread, forming the shed. The weft
was beaten up with a weave sword, which was the only other
implement used besides the bobbins and spindles. ¥When
tapestry was made, the held rod was not used, the shed
being formed by a weave daguer and sometimes with the
fingers. The lower bars were held securely by being
attached to the weavers' waists. On the flaring rim of
a vase found near Chan~Chan there is painted the sceme of
an early Chimu cloth factory. There is a person who
apparently is in charge seated under a canopy and elabora-
tely dressed. Three other men are getting instructions
from him. In the next five sections there are women
weavers, each provided with a bit of cloth to copy and a
Jug contalning refreshment. There is then a kitechen with
an official in charge and a workman to help prepare food
that is shown in the process of preparation and being
cookeds It is from this and other pictures from later
periods that give us the story of the Peruvian loom.

There were two kinds of cotton in ancient Peru. The
white 1s a long staple fiber that is even in diameter, has
a great many convolutions per inch and averages from 1
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to 1-3/4 inches in length. The other is a reddish brown
and about # inch shorter with fewer twists. Cotton was
grown along the coast but because of the intercommunica-
tion cotton was taken to the mountain area where it was
used as a medium of exchange for the wool of the highlands.
Conquests were also responsible for the wide use of all
fibers vhich were used by all cultures.

One factor in Peru which differs from all other
textile areas in the Americas is the presence of the
llama, guansco, alpaca and vicuna in large numbers. The
fibers from these animals are susceptible to dyeing and
take colors in the same manner as the wools of Central
Asia and the silks of China. This stimulated the imigra-
tion of the gifted people and is responsible for the
great nuwibers of rich colors and beautiful color oombinn;
tions.

There are & few references to the use of various
other animal substances belng used in textiles, but these
are of minor importance and are very seldom found.

There has been very little study of anclent dyes.
Mead says that the dyes were vegetable, animal or mineral
and always color fast. The early Peruvians understood the
use of mordants to & high degree thus being able to make
the fibers more receptive to the dye and with superior

retention. Both wool and cotton were available in natural
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shades of brown. Much of their black was human hair in
its natural color which was combined with vicuna for a
lustrous blue-black effect. The locality determined the
colors and shades used. All colors were known in all
areas, but each locality preferred certain colors and
combinations of colors.

The importance of Peruvian textiles cannot be over-
estimated. Archaeologists have never discovered in South
Americe a single trace of writing among the native popula-
tion. It is only through folklore and a study of the
designs found in the ancient ruins that the story of
people can become known. The textlile fragments rescued
from the debris of immemorial time constitute the auto-
biography of the Indians. In their textlile designs the
Peruvians pictured thelr mode of dress, their methods of
hunting and fishing, many of their indus tries, the warfare,
th; foods they used, their soeial and cultural life and
the advancement of their civilization.

. Whatever the form or pattern, "it had a common
significance, and this was mostly religious." (Antrobus,
ps 1156) They show more than any other people a clear
conviction of unending life in thelr burial customs. It
was the dead that were the powerful, for their spirits
were with the gods and they were free to intercede for
those on earth. In the tombs was placed everything that
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would help the deceased to gain an important place in the
next world. The power was supposed to be in thp head,
(which explains the decapitation of the enemy) and so the
sculptured heads of personages who had been important on
earth were placed in the grave to relnforce the power of
the dead man. For similar reasons elaborate textiles with
symbolie significance were placed on the mummy and wrapped
around him.

The Andeans had an impliecit bellef in the omnipotence
of symbols. HRegardless of the naturalness of the design,
the idea of esppealing to the assthetic feellngs was not
the purpose. (hvery design in a fabric is symbolical.)
When we see buds, blossoms, tendrils or fruit in a plcture
we are seeing the words "fertility" and "growth".
Personages, colors, plants, flowers are all symbols that
will have meaning in a spiritual world. It is through
these symbols that the men speak to thelr gods and the gods
speak to the men. They are visible wishes, prayers,
anxieties and thoughts of men who live in intimate depende
ence on nature. It is through symbols that their gods,
spirits and demons become visible. Behind each figure,
symbol and color there stands a sacred law wihich gives us
woven and embrolidered sacred writings of prehistoric Peru.
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Thus we find the missing hieroglyphlic writings. Some
day we shall learn how to read this "writing", and the
thousands of textile pictures will form a "library" vixoro
we will find the past speaking to us in the magle "words"
of ancient days.

The folklore of Peru, as teld by the natives to the
Spaniards whﬁn they first entered the country, very often
proved to be based on fact by the archasologlsts. It is
upon a combination of folklore and archasological data
that Means used when formulating the cultural periods of
Peru in his Ctudy of Peruvian Textiles. The same classi~
fication will be used for this study.
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CULTURAL PERIODS IN THE ANDEAN AREA AS SHOWN BY
MODERN RESEARCH INTO FOLK MEMORY
ARD BY ARCHAEOLOGY as in Means, p. 48

Approx.
Coast Cultures Dates
Archale cultured folk
gradually arrive in small
groups from the north in
possession of rudiments
of various arts and 7B.C.
industries. to
AsD.
500
Gradually Early Chimu
culture in the northern
part of the coast and
Early Nazeca in south-
ern part emerge from the
archalc stage and attain
to brilliant individual=
ity. Intensive agricul-
ture architecture in
adobe, fine ceramics,
and superb textile art
all characteristic of
this period.

Contact and conflict with
the mountain folk 500 -
to

Couventionalization in art 600
and other characteristics
derived from Tishuanaco II
¢lvilization predominate on 600
the coast throughout its to

length. 900
A period of comparative

povarty in cultural matters

due to break-down of 1100

Tishuanaco II influences. to
Barliest phase of Late 1400
Chimu and Late Nazca.

Mountaln Cultures

Archale cultured people
arrive from north throgh
inter-Andean plateaus
and Amazonia. They
gradually bullt up the
advanced archaic culture
known as Tishuanaco I,
notable for its sculp-
ture and its architec~
ture.

Contact and conflict with
the coast-country folk.

Inaugurated by influences
from the coast, the
Tishuanaco II culture,
with distine tive charace-
teristics, flourishes
far and wide through the
highlands.

One tribe, that of the
Incas, begins a spectacu~
lar climb to lmperial
power, gradually imposing
its sway over all rival
socleties and laying the
foundations of a true

empire.
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Coast Cultures - .Agaigz’:. Mountain Cultures
The Incas conguer the The Inca empire reaches
coast and establish its greatest power and
their imperial power 1400 1its greatest glory. A
and much of their to vast imperial soceciety
culture there, re- 1530 ably governed and well
ceiving, however, much maintained. But to=-
local color from Late Chimm wards the very end of
and Late Nazeca culture. the period, signs of
imminent disruption
appear.

I.  The Early Chimu Culture, 0-800 A. D, The Early Chimu

culture extended aldng the northern part of the coast of
Peru about 450 miles from the Gulf of Guayaquil down to
the Pativilea Valley. The textile art was highly developed
and the general character was realistic. There is no
record of any of these textiles in existence today.

II. Early Nazca, 0~600 A. D. This culture was located
on the -outhdrﬁ coast, mainly in the Ica and Hazeca
Valleys. The textiles are characterized by designs in
richly varied coloration. The textiles glow with splashes
of scarlet, crimson, pink, orange, yellow, green, blues,
purple, brown, gray, black, and white., There are many
mythological mons ters, part human and part animal. Their
meaning is lost but we can admire the coloring and the
skill with which they are drawn. The general character-
istics are symbolical creatures, formalism and éonvention-

alism. The characters and characteristics most frequently
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used are:

A. The spotted cat, a benevolent creature with
leaves or pods in its front paws. It is considered the
"Bringer of the Means of Live", (Means, Study of Peruvian
Textiles, p. 18)

Bs The cat demon which is sometimes part human,
sometimes part bird. It almost always has the decapitated
human heads of slain people and sometimes the whole body .

€+ The bird demon is usually associated with
decapitated heads attached to it in various ways. It is
conventionalized and has no human attributes.

De The multiple-headed god consists of two or more
unlifelike faces Joined together in lines. It is fapr
removed from realism, has four or fewer digits, and has
curling protuberances sticking out all around the face.

E. The centipede god sometimes has a human face,
hands and feet, and sometimes it 1s all animal. It, too,
grasps decapitated heads.

F. There are many other figures ranging from fairly
realistic representations of human or pseudo-human figures
to depictions of reptiles, insects, fish, birds, cruste
acea, and other life-forms all of which are portrayed in

gorgeous coloring.
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Gs Jinor detalls ineclude the protruding tongue; the
mouth mask; the headdress of a broad cap of two or more
layers, while in the center over the eyes there is
usually & small, conventionalized face. Sometimes there
is a serpent~like cloth from the top of the headdress.
Always the headdress 1s ornamented with secondary faces,
human, fellins, or nondeseript. Ceremonial staffs or
weapons are borne with great frequency, with clubs of
various types, spears and spear-throwers, knives, and
gling shots. They used face painting in stripes or large
pateches of color. Two or three values of the same color
were used in one plece and from 7 to 13 colors. There
was much consideration for detaill, curvilinear figures
and few geometric forms. Webs were frequently embroidered;
these were always white cotton. Thelr striped cottons
were brown and white and blue and brown., Striped wool had
red=purple, tan, opange, green-blue, rose, and bright red
with some black. The Nazoans used scaffolding ysrns and
end~to~end warp locking.

- III. Tishuanago I, O=600 A.D. No textiles have been dis=-
sovered from this period and no information concerning
any that may have been woven at this time is available.
IV. ZRiahuanaco II, 600-800 A.D. This culture was in the
highlands generally and in the region around the southern
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end of Lake Titicaca particularly. "Its peculiar
aesthetic style, which is conveniently summed up in the
frieze carved in relief upon the celebrated Monolithie
Gateway at Tiahuanaco is so distinctive that it is easily
recognized wherever it occurs and in whatever medium it
is presented.” (Means, Study of Peruvian Textiles, p. 19)

The creator god is shown as a short, stocky figure
with a large square face, round eyes, a thick flat nose,
and an oblong mouth. All around this is a frame from
which a number of ray-like tabs project, each ending with
a geometric puma face. He has a girdle from which hang
conventionalized animal or human faces.

All Tiahuanacon II art is highly conventionalized.
The hands usually have four digits that are quite
natural., Tears are typical, mantles suggest wings, legs
and rqgt are angular, there 1s a boldness and certainty
of outline. Anthropomorphized birds or else men masked
as birds and wearing flowing capes are often used.
Designs are sometimes made up of arbitrarily combined
motives, such as eye-motives or hand- or foot-motives,
and each 1s separated from its natural context and put
into a pattern that does not cohere in any rational sense.
There is a pronounced tendency toward bilateral symmetry
of deslgn, the main outlines of the design running
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parallel with the warp and weft and the designs built wp
in patoches of color. There were never any slits, the
nnotiﬁg of weft colors belng interlaced. Squares are
‘woven together with a thread passing through the end loops
of adjoining pieces, uniting them so closely that they
appear to have been woven in a single plece. There are
some all-over patterns of geometrical nature. Heads of
birds interlocked and repeated and the heads of fish and
beasts were treated the same way. Step-sided frets,
sometimes interlocking were frequently used. Plain weaves
with warp=float pattern stripes are typical of this
culture.

Ve Late Chimu, 900=1400 A. D. This culture was the Harly
Chimu revived and the area approximately the same, eXtend=-
ing southward to include Pachacamac.

Characteristic of this area and time is the habit of
making finely detailed, highly convontienliisod, inter-
locking patterns which were bullt up of a variety of
motives that were chosen for their attractiveness, rather
than for any significance which their component parts may
have had. The flaring headdress that is in the design on
the wall of ruins at Chan-Chan and the arabesques on
another wall as shown in plate 43 of Kelemen, vol. 2, are
typical of the Late Chimu art. Diagonal stripes, diagonal
lines in designs, slightly curvillinear frets, fishes and
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stripes are often used. Horizontal rows of birds, llamas,
crosses and rectangles containing sixe-pointed stars or
animal forms are characteristic. There is much use of
cotton with single and multiple warps. There are many
all-over patterns of widely spaced motives of bird forms.
The most unique charscteristic is the use of embroidery
on structurally patterned textiles. Delicate gauzes of
fine net background are embroidered. Most frequently
used colors are hues of yellow, brown, blue, red, purple,
orange, green, and black.

VI. Late Nazeca, 900-1400 A. D. The peoples of Pisco,
Ica, and Nazeca Valleys made up the culture we call Late
Nazea. Their art is at times quite similar to the Late
Chimu art. They used small diamond shapes enclosing a
bird and placed in diagonsl lines, bird forms were used
singly, interlocked or in combination with other animal
forms and rectangles contained llamas and cats. There
were simple geometric forms with stepped or plain outlines,
S-shaped figures, frets, angular and repetitive pattern~
ing, reciprocal hooks, double latechhooks, "inversion of
alternate motives on a vertical axis or on both axes for
disposition within an indiatihct rectangle." (0'Heale,
P+ 43) Rose red, which has faded to a golden brown is
used often for the ground color. Checle red llamas,

corners of stepped bands, firnges, and single~face brocade
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were #opular. The colors are used in combinations of
from four to seven different colors with blue almost
always there. The outstanding colors are red, yellow,
tans, browns, orange, blues, white, and green.
Scaffolding yarns and end-toeend warp locking are used
as in the early period.

There are some characteristics that are common to
both of the late cultures which make it difficult to
classify many textiles.

VII. Inca, 1100-1530 A. D, The Inca dynasty started in
the mountain region around Cuzeo and spread until the
entire Andean area, as well as other areas which do not
concern us in this study, were conquered. Of the
textlles made during the early part of this period we
know nothing as we do not as yet have any specimens of
it. 4And, strangely enough, although the Inca textiles
are the most recent in point of time, they are also the
rarest of all pre-Spanish Andean textiles with the
exception of Early Chimu of which we do not have any.
Inca textiles are distinguished by the nobrioti of their
colors of black and brown, through subdued yellows, reds,

and blues. There 1s a high level in conventionalized
patterns and forms. Stripes and small alleover patterns

are most common, and garments are remarkable for the



excellence of their technigue rather than for the
brilliance of their hues. '

i Classification of Peruvian Fabr
The classification that Means uses in A Study of
Peruvian Textliles will be used in this study. |
I. Tapestry.
A. Ordinary tapestries.

The outstanding characteristiec is that the warp
is completely hidden by the weft. In most tapestries the
warp is of cotton and the weft of wool. The oo}oru are
carried only as far as the pattern requires lnd/dooa not
go from selvage to selvage. Where colors meet they may
be interlocked, interwoven or woven back leaving a slit
or jour. When two colors do not harmonize, & third color--
usually black ~= is used as the limning or outlining of
the major color. The limning may be interlocking, intere
woven or eccentric wefting which means that it cirecles
each warp thread as it goes in a diagonal direction.
Figure 8 wefting and spiral wefting are sometimes used.
They are self-explanatory.

B. Brocaded tapestry.

"In tapestry of this kind=- which may or may not

have limning, eccentric welting, and slits~- there is &



secondary pattern wrought by means of an auxiliary or
secondary weft inserted into the web mhile it is still in
the loom, the tapestry proper serving as a base fabric."
(Means, Study of Peruvian Textiles, p. 31)

Cs. Embroldered tapestry.

The secondary pattern in embroidered tapestries
is woven into the web "with a needle after the web has
been taken from the loom « « . there are two tests which
aid in determining which is which: the first is that
brocades usually have floats at the back of the cloth,
whereas embroideries usually have knots or loose ends;}
the second is that the auxiliary weft of brocades usually
lies more closely and firmly upon the base fabric than
do the threads of embroidered stuffs". (ileans, Study of
Peruvian Textiles, p. 31)

II. Plain Webs.
A, Undecorated.
Be Striped in the warp.
Ce Striped in the weft.
D. Check=patterns and ginghams.
E. IHmbroidered plain webs.
) Brocaded plain webs.
These were woven on the loom.
Ge Plain webs painted.
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III. Double Cloths.

Double cloth consists of a textlle woven with two
warps of different colors that interchange as do the two
welfts of different colors, forming & design identical on
both sides with opposite colors. These are nearly always
all-cotton or all-wool.

IV. Feather Vork.

This class or work consis ts of cloth to which feathers
are attached in such a way that they cover the entire
surface.

V. Gauze and Voile.

A, Undecorated.

"In gauze the warp threads are paired and
loosely twisted around each other in such a way that the
weft threads could be passed through the loose bends thus
formed. Voile is merely & loosely woven web without the
element of twisting even when either or both the warp
threads and the weft threads are paired". (leans, p. 33)

B. Brocaded.

C. Embroidered.

Vi. Miscellaneous, Hare and Combined Techniques.

A. HNeedle=-coiling and bralded fabrics.

B. ‘Tassels, ropes, and fringes.

Cs+ Rare or indeterminate weaves.
D. Sundry combinations of techniques.



Zeriods

Archaic
{(including
glhuuuoo

Early Chimu
and
Early Hazea

Tiahuanaco
II

Late Chimu
and
Late Nazca

Inecaic
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Zeghniques

lietwork and reticulated meshes

Plain webs, undecorated

Possibly beginnings of ropes or cords and
tassels

Tapestry, ordinary (Very doubtful)

Plain webs, undecorated, embroldered,
brocaded, and painted or printed

Double cloth

Gauze and volle

Hetwork and reticulated meshes

Cord-type fringes

Braided and knitted fabrics

Tape stry, almost wholly ordinary tapestry

Plain webs (Perhaps of all classes, but
this point is not yet clear)

Double elothj gauze and voilej network and
reticulated meshes; braded and knitted
fabriecs

Fringes, either loop (cut and uncut) or tab
variety

Tapestry of all kinds

Plain webs of all kinds

Double cloth

Feather work

Chaquira

Gauze and voile of all kinds

Hetwork or reticulated meshes

All known miscellaneous, rare, and combined
techniques

Most fabrics were tapestries, plain webs, or
gauzes and volles

A foot note in Means, p. 38, explains to some extent
the difficulty met when classifying ancient textiles.

"The attention of readers is specially called to the recent
work of O'Neale and Kroeber, 1930, which will be found to



contain data of great interest, some of them supporting
what I have said here, some of them running counter there-
to. Disecrepancies such as this merely serve to indicate
~onece more, how very inchoate our knowledge of this

subject 1s as yet".

In classifying these two collections 1t was necessary
to use the materials of several authors in order to find
reference to similar work and design. Often two or more
writers would describe textiles quite similar and each
date his own in a period or place different from the rest.
The characteristics of each culture have been given and
the techniques common to the periods. In describing the
textiles, 1t seems unnecessary to state again the
period in which the detall is most apt to eppear, unless
there wes some doubt because of characteristics of two or
more periods 1n which case each outstanding character-
istic was dated as to period or place in the period. On
several occasions fabrics identical to those in this s tudy
were shown. They were dated, then, sceording to the
authority, and stated as such.

The study of these specimens will be recorded in
the sequence of cultural period and the classification of
technique. On some plates more than one technique has
been used. These will be placed so that one of them is
in thecorrect position. All dates are A. D., as even the



earliest Nazca comes after the year 100 A. D.

Many textiles were framed. It was impossible to
examine them closely snough to determine the fiber content.
These will be designated merely by the statement "framed®,

Pictures of the textiles analyzed in this study are
in the appendix,



CHAPTER II

ANALYSIS OF THE COLLECTIONS AT OREGON STATE COLLEGE
" AND THE SBEATTLE ART MUSEUM

Figure 1

Tapestry belt.
Size, 7/8 x 76 inches.
Framed.

The warp in this fabric is circular. There is a
flat, padded core which is fastened securely to both sides
of the fabric by weft threads that cross over in a double
weave fashion. The designs on both sides are identical
with colors reversed. There are 9 different geometric
designs which are in groups of five of one pattern. Each
has a different color scheme and all colors are used.

There 1s a tassel at one end of twisted loop weft
threads.

The designs are in the Tiahuanaco II style and may
be dated as between 600 and 900.

Figure 2

Tapestry fragment.
Size, 3 x 19 inches.

In this specimen the 22 warps per inch are thick,
giving a heavily ribbed effect. The weft count is 70
picks per inch.

The design consists of anthropomorphized birds and
fish enclosed in triangular fields of green, yellow and
black. The fish are red, black, blue and orange. The
birds are red, green and blue-green. The ground 1s red.

ihoro are no limning or slits. The tall, eyes and
body lines of the birds are Tiahuanaco II style, while
the fish are Late Chimu.

This specimen represents the period when Late Chimu
art was beginning to break free from Tishuanaco II.
Therefore, this fabric may be dated as of the last part of
the Tiahuanaco II period, about 750 to 900.



Figure 3

A tapestry fragment.
Size, 9% x 34 inches.
Framed,

This tapestry is rioch in coloring of bright red, pink,
brown, three tans, green and yellow. Limning is used in
interlocking wefting. It is very fine with 37 warps and
128 weft picks per inch.

The design 1is an abstract geometric pattern probably
representing a puma as there are puma heads and feet with
other unidentifiable designs. :

The style of the various motives is Tiahuanaco II,
yot they fall to combine themselves into a coherent
composition. ,

Means, p. 44, dates a gsimilar fabric as Tiahuanaco
II period, as between 750 and 900.

Figure 4

Tapestry fragment.
Size, 12§ x 168 inches.
Framed.

There are both jours and interlocked wefting in this
fabric, the jours oeccurring only on small areas while the
interlocking 1s used on long lines.

The geometric forms with the step-sided interlocking
frets are of Late Nazca art, and the curvilinear frets
are similar to those in Late Chimu art.

Red, yellow, green, purple and black are the colors
uudin ghoro are 12 warps per inch and 60 weft threads
per Clie

This fabric is possible of the Late Nazea period,
between about 1100 and 1400.



Filgure &

Tapestry border.
8ize, 8+5/8 x 15«3/8 inches.
Cotton warp, cotton and wool weft.

In this specimen the design is made up of stripes of
v widths in tan, red, light blue, royal blue,
yellow, purple, green, white and dark blue. There are 24
warps per inch and 82 weft ploks per inch.

The colors and stripes are typical of the late lHazea
period, from about 900 to about 1400.

Figure 6

Tapestry fragment with fringe.
Size, 4=3/4 x 12¢ inches.
Cotton warp, vicuna wool weft.

This fabric is even and falirly fine with a warp
count of 12 threads and a weft of 92 plcks per inch.
There are no jours but much limning in interlocking

wefting.

The motive is el ther a stylized fish or a geometrie,
abstract man, There are three squares in which these
motives are placed. OSurprounding the squares are borders
of geometric designs.

The two fringes are tightly twisted loops of cotton
about 1§ inches long.

This is in the Late laszea pariod, between about 900
and 1400,

Figure 50

Tapestry fraguent.
Size, & x 7 inches.
Pramed.

in this specimen there are both interlocking wefting
and jJours., It is v fine with 20 warp threads per
inch and 112 weft pleks per inch.
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The design is an eightepointed star in a rectangle.
The colors are olive green, red, black and yellow,.

This design is typical of the latter part of the
Late Nazea period, about 1100 to 1400.

Figure 7

A tap.;:ry 3 nt.
Slze, X 3-5/8 inches.
Cotton warp, vicuna wool weft.

The weave in this fabric is very fine, with a weft
of 168 plcks per ineh and a warp of 24 threads per inch.
The colors are joined by interlocking weft.

The simplest of designs 1s used, an all over of
rectangles, stepped on the diagonal. The colors are
yellow, black and rust.

This design is typical of the earlier phase of the
Late Nazeca period, between 900 and 1100.

Figure 8

A tapestry fragment.
8ize, 2-5/8 x 87/8 inches.
The warp and weft are both of wool.

This specimen consists of three rectangles of red
tapestry. On each there is a geometrie, checkered
representation of a llama of yellow and green. Inter=
locking wefting us used.

There is a heavily ribbed effect due to the six-
strand warp which is 15 threads per inch. The weft count
is 76 picks per inch.

O'Neale, plate 29, shows this same design and
elassifies it as Late Nazca,



Figure 9

Kelim rug fragment.
Size, 5 x 15 inches.

Wool warp and weft.

This specimen is of tapestry weave, having jours,
yet the design on both sides of the fabriec is identical
and opposite in color. The warp is a heavy rope of four
threads per inch and the weft is heavy~ two«dybrown and
yellow yarns of eight to the inch.

The design is a series of lozenge=-shaped figures,
alternating yellow and brown from a central core and

forming diagonal lines.

The design is of the early part of the Late Nazca
period, about 900 to 1400.

Figuwre 10

Tapestry fragaent.
Size, 19 x 19-3/4 inches.
Framed,

The design consists of bold zige-zag stripes about
two inches in width, containing highly conventionalized
double bird designs. The stripes are red with brown
birds, red with tan birds, tan with red birds, tan with
brown birds and brown with tan birds. There is careful
limning in black in interlocking wefting. The birds
show a characteristic reversal of motive on both the
v-:uul and horizontal axes that is typical of the Hazeca
arve

The textile is rather fine, having 24 warps per inch
and 104 weft picks per inch. The colors are those used
by the Incas.

This fabric is probably of the Late Nazca period,
between about 1100 and 1400,



Figure 11

Tapestry panel.
Size, 22 x 37-3/4 inches.
Fpamned,

In this fabric the weave is rather fine, the weft
being about 168 picks per inch with the warp 24 threads
per inch. There are a few jours but the majority of the
lines are diagonal, sothe slits are small.

' The design is of stylized birds, deer and fish
scattered over the ground in seemingly disorderly
fashion. The individual motives are all used in Late
Chimu art. There 1z Tishuanaco II influence in the
placement of the motives.,

Borders of stripes with a wide central panel con~
taining conventionalized pumas in the same colors as the
main fabric are at each end.

According to the designs this may be said to be Late
Chimu period, between 900 and 1100.

Filgure 12

A fragment of tapestry.
Size, 12 x 1=-3/4 inches.
Cotton warp, vicuna wool weft.

In this fragment of tapestry a jours, the design 1s
distinguished by careful and consistent limning in black
and red, carried out partly in eccentric wefting and
partly in wrapped weave, which consists of the weft
wrapped around a single warp thread spirally. As a result
of the variations of weaving there is a waviness in the
warps and in the weft.

The ground color of the design is yellow. Upon this
are rows of lozenges enclosing in each two conventionalized
birds. The birds are white with red limning on a ground
of black or yellow which is limned with white, red or
blacks This is on a fleld of red limned with red or black.
The lozenge is 3% x 64 inches. There are two shown on
the fragment.

There are 16 warps per inch and the weft count
ranges from 60 to 76 picks per inch.



In classifying the fabric, the Jours, limning,
colors, arrangement of pattern and the form are considered.
The colors are of Late Chimu, the lozenge frame 1s from
the latter period. The survival of Tiahuanaco II
influence is apparent in the :f.oppod lines and limning,
but the jours are Chimu.

The refore, this specimen may be dated as the earlier
half of the Late Chimu perliod, probably between about

Figure 13

AL nt of tapestry.
Size, 74 x 5=7/8 inches.
Cotton warp, vicuna wool weft.

In this fabric the weave is rather fine, varying
between about 66 to 76 weft threads per inch with 18
warps. There are Jjours and eccentric wefting only on
elther side of the red border.

Upon a ground of yellow are wrought rows of
lozenges, forming diagonal lines. In each lozenge there
is a stylized bird of brown. The field of the lozenge
is yellow with a wide border of red.

The design represents the Late Chimu perioed,
probably botv»n and 1400,

Figure 14

Tapestry border.
Size, 45 x 28 inches.
Cotton warp, wool weft.

There are Jjours and eccentric wefting in this specimen
with red limning uwsed throughout. HNineteen pairs of
warps and 84 wef't picks per inch are used.

m design is made up of stripes in red, brown,
llow and red with a central steipe 2-5/8 inches
udo which contains highly conventionalized bird head
motives that interlock and are arranged in diagonal lines.
The colors are golden yellow, purple, brown, blue and
blue=-green. The eyes of the birds are embroidered.
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This febric is of the Late Chimu period, between 900
and 1400.

Figure 16

Tape stry
Size, 3 x 29§ inches.
Framd.

There 18 2 ribbed effect, due to the double warp
which is 22 threads per inch in this specimen. The weft
is 64 picks per inch. There is much black limning used
in interlocking wefting.

The design is on a band and arranged in rectangles
about 3 x 4 inches, each of which contains a highly
conventionalized double«bird motive wrought in green, on
a red ground, or red on & yellow ground. A narrow red
border is on either side.

This design is very similar to the decoration on
the wall of the Hall of the Arabesques at Chan=-Chan.

This is Late Chimu period, of about 900 to 1400.

Pigure 17

Tapes fragment
Size, 6% x 12§ inches.
Framed.

In this specimen the interlocking weft and the
simplicity of the geometric forms are characteris tic of
Incaeic art. The arrangement of the squares is, however,
typical of Late Chimu. The design is made up of two
small red squares, each set in the center of a large green
square and the two bordered with red.

With the Inca feeling this fabric is probably {rom
:hao latter part of the Late Chimu period, about 1 00 to
400.



Figure 18

A tapestry fragment.
Size, 133 x 16% inches.
Framed,

This fabriec is very fine, having a weft count of 120
pleks per inch. The warp is of 32 double threads per
inch. The colors are red, pink, green, yellow, black
and white.

The design consists of eight highly conventionalized
birds in a squared area and surrounded by Zeshaped
figures, Striped borders are on both sides of the
design panel, the two outer borders belng wider than the
others and containing stylized birds.

The center bird motifs are similar to those in
figure 58 in lieans while those in the border are very
much éﬁ; those in the arabesque wall decorations at
Ghln- -

This textile represents the latter part of the Late
Chimu period, probably between about 1100 and 1400.

Figure 19

A tapestry panel.
Size, 19 x 38 inches.
¥pamed.

Stripes bearing abstract bird motives and the colors
of red, blue, yellow, brown and yellow=brown seem to be
derived from Incaic art. The black limning 1is intere

locking.

The effect is relatively fine, although the weft
varies from 56 to 100 picks per inch and there are 19
warps per inch.

This fabric is probably from the Inca period.
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Plate I-A

Tapestry ribbon.
Size, & x 9% inches.
Cotton warp, viecuna wool weft.

This specimen has a series of side fringe areas
made by extending the weft yarns 3/8 inch beyond the edge
of the fabric. Jours are used in the interlocking fret
motive. This alternates with the fringe area, which is
in two sections, separated by a few rows of tapestry.

There are 18 warps and 42 weft yarns per inch. The
colors are yellow, black, brown, pink and golden yellow.

This is of the Late Chimu period, about 900 to 1400.

Figure 20

Brocaded tapestry.
Size, 3 x 19% inches.
Cotton warp, wool and cotton weft.

In this specimen the design is made up of tapestry
stripes in red, yellow and tan with a brocaded central
band. The brocade design is a counterpaired, stylized
puma within a rectangle, and wrought in red and yellow
with black limning.

The warp is tripled, giving a ribbed effect, the
count being from 5 to 8 per inch and the weft Zoml00 to
124 picks per inch.

This fabric is typical of the late Nazea art,
between 900 and 1400.

Figure 21

Brogaded tapestry belt.
8ize, 2 x 22 inches.
Framed.

On a red bapestry ground the brocade design is
arranged in rectangles, each of which contains a highly
conventional ized bird motive wrought in red, cream, green,
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black, yellow and tan. On the body of sach bird there is
a secondary bird motive.

There are 18 double warps and 84 weft pleks per
inch.

The style is Late Nazeca, of between about 900 and
1400,

Figure 22

brocaded tapestry.
Size, 6=3/8 x 11-1/8 inches.,
Framed,

A fabric with a design almost identical to this is
deseribed in O'Neale as "a monochrome tapestry border;
double~face pattern weave stripe”. The design is in a
panel of squares, each of which contains a conventional-
ized llama wrought in blue, white, red, black, green,
yellow, brown and golden~brown. The ground 1s red
tapestry.

There is some limning. There are 20 pairs of warp
yarns and so weft picks per inch.

This design shows some Tiahuanaco II influences,
especially noticeable are the tears. The specimen,
then, may be dated as the early part of the Late Nazea
period, between about 900 and 1100.

Figure 23

Brocaded tapestry poncho.
Size, 24 x 35 inches.
Vicuna wool warp and weft.

The colors in this fabric are yellow, green, red,
yellow~brown and blue. The base fabric of olive green
tapestry has a warp count of from 15 to 20 yarns per inch
with a weft of from 80 to 92 picks per inch. There are
three brocaded panels, each consisting one~half of the
panel in plain color and the other halfl decorated with
elght-pointed stars and geometric figures. The warp
erosses the garment horizontally.
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The neck and arm openings are edged with a pink and
light green cord, twisted and sewn on.

This specimen, because of its colors and design,
appears to be of the latter part of the Late Nazea period,
from about 1100 to 1400.

Figure 24

Brocaded tapestry border.
Size, 35 x 19% laches.
Cotton warp, wool weft.

In this specimen the design is made up of tapestry
stripes in purple and golden-yellow, with & wide
brocaded border stripe. The brocade design 1s of highly
conventionalized birds in lozenge shapes, arranged in
rows that give a diagonal line. The colors are red,
purple, yellow and orange-yellow.

There are 12 double warps per inch and 40 weft piekn'
per inch.

This fabric represents the latter part of the Late
Chimu period, of about 1100 to 1400.

Flgure 26

Brocaded tapestry belt.
Size, 7/8 x 27-3/4 inches.
Framed.

There are® warps and 80 weft picks per inch in this
fabric, the double warps running across the belt.

The deslign consists of yellow and black interlocking,
highly stylized fish motives. There are very anarrow
borders of red overcast embroidery.

The colors and design are suggestive of Inca culture,
but the workmanship i1s earlier. This fabric is probably
Late Chimu period, between 1100 and 1400.
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Figure 27

Embroidered tapestry band.
Size, 6 x 17-3/4 inches.
Framed.

The warp yarns are paired, running from 16 to 18
pairs per inch. The weft is 120 pieks per inch. The
colors are yellow, green, blue, red, white, brown and
black. The fleld is red.

The design is arranged in square panels, each of
which contains a highly conventional ized man. The colors
are in pateches, the lines are parallel to the warp and
weft, and there 1s pronounced limning.

The design is of the latter part of the Tishuanaco
II period, about 750 to 900.

Figure 28

Embroidered tapestry.
Size, 4% x 16-3/4 inches.
Framned.

At the bottom of this fragment of red tapestry there
is a border design of running birds arranged in a series
of rectangles. The colors are shades of red, blue, green
purple, blue=green and yellow.

The warp count is 28 threads per inch and the weft
is 80 picks per inch.

This represents either the last part of the
Tishuanaco II culture of about 750 to 900 or the first
part of the Late Nazca period, between 900 and 1100.

Figure 29
Embroidered tapestry poncho.
Slze, 20 x 30 inches.
Framed.

This specimen 1s of tapestry with bottom, side and
center borders of embroidery. There is a looped, twisted
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warp fringe at the bottom with tassels sewn on at the
si&c and center bottom. The design is of two geometriec
figures.

This fabric represents the latter part of the
Tiahuanaco II period or the first part of the Late Nazca
period.

Figure 30

Embroidered tapestry band.
Size, 3=3/4 x 16 inches.
Framed,

The design in this textile is of diagonal stripes
of conventionalized pumas, tooth-sided interlocking
frets, end birds. There are borders on both sides and an
additional narrow border sewn onto one edge.

The c¢olors are red, pink, yellow, tan, brown and
green. There are £7 triple warps per inch and the weflt
is 144 picks per inch.

The design represents the latter part of the Late
Chimu period, between about 1100 and 1400.

Figuwe 31

A fragment with embroidered squares.
Size, 7¢ x 7% inches.
FPramed.

In the two opposite corners there are squares
about 3% inches embroidered with distorted people. The
figwes are wearing short skirtelike garments. One
carries & knife and the other a bludgeon. The feet have
three digits each. From one chin there hangs an Helike
ornament, suggestive of the protruding tongue. Another
figure has its head thrown back and long hair is hanging
straight down behind. The figures appear to be falling
through space.
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The colors are black, green, yellow and brown. The
deslign is woven into the cloth with a darning stitch.
There are 54 warp yarns per inch and 38 weft pilcks per
inche.

This specimen represents the Early Nazea period,
between about 100 and 600.

Figure 32

An embroidered fragment with needle-coiling.
Size, 2+3/4 x 8 inches.
Framed.

This fragment is embroidered in crewel stitch on a
plain web. The figure is a fantastic animal resembling
in some ways the cat demon. There is a protruding
tongue, snakes held in each paw which has four digits,
and 1t seems to have a face on both ends of the head.

The colors are rich and exciting. They are red,
pink, brown, tan, golden-brown, yellow, green and black.

The border is a series of small tabs of needle~
colling. There is a core which has around it a finely
made covering of tubular needle-coiled fabric.

This represents the Early Nazea period, between about
100 and 600.

Figures 35 and 34

Embroidered fragments.
Size, 6% x 4 and 6-1/8 x 3-7/8 inches.
Framed. Sald to have come from Paracas.

These two fragments are nearly identical in design
and technique. Th.{ are probably from the same garment.
The designs are stylized men very similar to the figures
on the Monolithic Uateway. They are wrought in red, black,
and yellow on a base fabric of golden-brown which is
allowed to show as part of the design. On the body of
each figure there is an even more stylized man and in the
lower right-hand cormers are very highly stylized animals.



If the textliles are from the Necropolis of Paracas
they may be from the latter part of the Barly Nazca
period. However, because of the close resemblance to the
central figure on the lMonolithic gateway, they may be
safely dated as of the early part of the Tiahuenaco II
period, between about 600 and 750.

Flgure 36

Embroidered cloth.
Size, 6 x Bf inches.
Warp and weft of cotton.

In this specimen there are three bands of embroidered
goometric designs. Each is of slightly different width
and each has a different design. The patterns are
embroldered into the white base fabric at every three
warps which gives a tapestry effect.

In the base fabriec there are 14 warps and 27 weft
pleks per inch. The colers are red, black, green,
?'Quﬁ', blue and purple.

The designs and colors are of the Tishusnaco II
period, of about 600 to 900.

Figure 36

Embroid dbth.
S8ize, 5% x 6 inches.
Cotton warp and weft,

A conventionalized bird in a lozenge of 1 x l=3/4
inches 1s dispersed in rows on a brown cotton ground.
The design is of wool in yellow, red and green.

 There are 32 warps and 38 weft pileks per inch.

The design 1s Late Nazea, about 900 to 1400.



Figure 37

Embroidered cloth.
Size,2l% x 275 inches.
Framed.

There are three rectangles containing highly
stylized men on the left side of the fabrlc and two highly
stylized fish and a stylized man on the righ-hand side.
The colors are pink, blues, magenta, yellow, brown,
golden=yellow and biuo-mon.

There are 38 warps and 44 wefts per inch. Limning
is used in the figuwres on the left. Diagonal lines
predominate in all of the figures.

There is strong Tiahuanaco II influence but the
design represents the early part of the Late Nazeca
period, between about 900 asnd 11GU.

Figure 38

Embroidered cloth.
Size, 5 x 8=3/4 inches.
Cotton warp and weft.

The warp count in this specimen is 10 threads per
inch and the weft is 17 per inch. The color of the
ground is tan with white embroidery. The design is a
highly stylized human face placed in two horizontal rows
of four faces a row.

The design is Late Chimu, of about 900 to 1400.

Plate I-E

Embroidered fragment.
Size, 2 x 35 inches.
Vicuna wool warp and weft.

This small fragment is embroidered in black, brown
and tan in a chain stitch on a rust ground.

This specimen 1s eortiinly pre-Spanish but further
dating is impossible.



Figure 39

Brocaded cloth.
Size, 7 x 18% inches.
Framed.

This band is of red tabby weave with red and tan
brocaded figures which bear a close resemblance to
figure 16 in Means. The flaring headdress, lack of
girdle and the weaving technique are Chimu.

The re are 12 warps and 18 weft picks per inch.

This is probably of the latter part of the
Tiahuanaco II period, between about 750 and 900.

Flgure 40

Brocaded band.
Size, 5% x 16 inches.
Framed.

A tabby weave ground bears a brocaded design of
stylized birds in brown and white. Two brocaded borders
are brown and white stripes.

There are 16 warp yarns and 30 weft picks per inch.

Available sources give no similar designs. This
could be of the latter part of the Tishuanaco II perioed
or the early part of either the Late Nazeca or the Late
Chimu periods. It 1s more like the Late Nazca art,
between about 900 and 1100.

Figure 41
Brocaded child's shirt.
Size, 24 x 32 inches.
Framed. ‘

In this specimen the base fabric is of tabby weave
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cloth, covered with rectangles of alternating red and tan

upon each of which 1s wrought a stylized fish, pums or
bird motive in red or tan. The tapestry border is of
green, brown and yellow.
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The warp count is 14 and the weft is 26 picks per
inch.

The design represents the Late Nazea period, of
between 900 and 1400.

Filgure 42

Brocaded cloth.
Size, 2% x 16-1/8 inches.
Frame d.

The pattern of this specimen consists of three bands,
two decorated with puma motives and the center decorated
with geomstric figuwes. The colors are red, green,
white, yellow and tan.

Limning is used throughout. Twelve doubled warps
and 56 weft yarns are used per lnch.

The pattern is Late Nazea, of between about 900 and
1400.

Figure 26

bBrocaded band.
5ize, 13 x 19§ inches.
VWarp and weft of vicuna wool.

The design on this band is arranged 1n rectangles,
each of which contains a conventionalized puma. The
colors are red, orange, dark blue, and yellow. The warp
of 14 threads runs scross the band. There are 32 weflt
picks per inch.

This specimen represents the Late Chimu period,
between about 900 and 1400.

Flgure 44
Brocaded band.

Size, 1=1/8 x 19 inches.
Wool warp and weft.
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The design in this fabric is a conventionalized cat
in red, dark blue and yellow on a red ground. There are
14 warp threads and 32 weft picks per inch, the warp of
browmn wool running across the fabric.

This specimen is Late Chimu in style, of the perlod
between 1100 and 1400.

Figure 456

A fragment of brocaded c¢loth.
Size, 7-3/4 x 7% inches.
Framed.

In this fabric the base material is of fine, ecru,
voile on which a red brocade weft forms a charming
geoms tric pattern in diamond-shaped frames. The base
fabric 1s allowed to appear systematically in such a way
that it forms part of the deslgn.

There are 26 warps and 36 weft picks per inch.

A tapestry border has a brocaded stripe of lozenge~
shaped figures.

. The design 1s Late Chimu, between about 1100 and
400.

Figure 46

Brocaded cloth.
Size, B x 10=3/4 inches.
Framed,.

In this specimen conventionalized double~headed
bird motives in red and yellow on a brown tabby weave
base fabric are placed in rows which give diagonal lines.
There are 32 warp yarns and 56 weft picks per inch.

This represents the later phase of the Late Chimu
period, between about 1100 and 1400,



Figure 47

Fpragment of tie-dyed cloth.
Size, 7-3/4 x inche s.
Framed .

.

The designs in this fabric are probably applied to
several cloths and then sections cut out of each ami
‘put together to form a patchwork design with an
additional weft and warp thread so that it has the
appearance of having been woven together.

The re are 24 warp threads per inch and 32 weft
picks per inch. The colors are white, red, yellow,
green, dark blue and light blue.

The technique and colors are of the latter part of
the Early Nazca period of about 100 to 800.

Figure 851

Painted textile.
Size, 6% x 21% inches.
Framed.

There are J& warps and 44 weflt plcks in tabby weave
in this specimen. The design is painted slightly off
grain on a pinkish-tan ground in several shades of brown
and tan. The Interlocking stepesided frets, and the
detalls as patehes of outlined color are typical of
Tiahuanaco II art. The headdress, double bird, bird
tails and general face shapes are Late Chimu,

This fabric may be dated at the opening of the Late
Chimu period, between 900 and 1100.
Figure 52
Painted ecloth.
Size, 25 x 33-3/4 inches.
Framed.

The design in this fabriec consists of diagonal bands
on which there are conventionalized birds, men and deer
with alternating rows of zig-zag lines or interlocking
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curvilinear frets, The warp count is 14 and the welt 44
picks per inch.

The style is that of the Late Chimu period, between
about 900 and 1400.

Figure 55

Painted cloth,
Size, 14 x 185 inches.
Framed.,

The warp count is 44 and the double weft is 64 pilcks
per inch. The colors are red, tan and brown on a tan

ground .

The design is of two step~sided triangles, one being
composed of three triangles and a square and the other of
one triangle, a square and bottom band. The desligns were
painted and then appliqued onto the base cloth.

The style is that of the Late Chimu period, between
about 900 and 1400.

Figure 48

Double weave cloth border.
Size, 1=3/4 x 14% inches.
Frausd.

The warp in this specimen is completely covered by
the weft. The design is of a highly stylized man and
ao%wzc figures in rectangles. The colors are red and
yeiiow.

These figures represent the Tiahuanaco II period,
about 600 to 900.



Figure 54

Fragment of double weave border.
S8ize, 7% x 25 inches.
Framed.

On & tan tabby weave fabric & double weave border in
brown and tan is sewn which depicts & bird holding a
decapitated human head. There are 24 warps and 40 weflt
picks in the base fabriec and 20 warps and 34 weft yarns
per inch in the double weave border.

The design is ¢learly Late Nazca, of about 900 to
1100,

Figure 55

Double cloth,
Size, 6% x 65 inches.
Cotton warp and weft.

The design in this fabric is an all over of rectangles
stepped on the diagonal, each half centered with a square
spot. The colors are brown and cream. There are 44 warps
and 58 weft yarns per inch.

& The design is Late Nazca, of between about 900 to
400.

Flgure 56

Double weave fragment.
8ize, 4% x 7=3/4 inches.
Wool and cotton warp and weft.

In this fabric the double weave is so tightly beaten
up that it comple tely covers the warp threads. The warp
is very coarse which gives a notlceably ribbed effect.
There are 9 warps and 60 weft picks per inch.

The design 1s of geometric figures arranged in bands.
The colors are four shades of brown and cream.

The design and colors are of Late Nazca art,
between about 1100 and 1400.



Figure 49

Double weave fragment.
size, 7 x 14%¢ inches.
Framed.

The design in this specimen 1s made up of lozenge=
shaped figures enclosed in rectangles. The colors are
brown and tan, There are 20 warps and 54 weft picks
per inch.

The technique, colors and design are of the Late
Chimu period, between about 900 and 1400.

Figure 57

Double weave panel.
Size, 145 x 185 inches.
Cotton warp and weft.

The design of stylized men and birds in zige-zag
bands is ve similar to the decorations on the wall of
the Hall of the Arabesques at Chan-Chan.

There are 30 warps and 40 weft picks per inch. The
colors are brown and tan.

The style 1s that of the Late Chimu period, between
about 900 and 1400.

Figure 58

Double weave fragment.
Size, 4 x 113 inches.
Cotton, warp; cotton and wool, weft.

The weft is orange, yellow, magenta and brown that is
woven to form a geometriec striped pattern. There are 8
warps and 22 weft plcks per inch.

The warp threads are looped at top and bottom and stop
about 2-3/4 inches from the ends of the looped weft.
((!'lul’ calls this technique "double-face pattern weave".

Pe 66

This is of the Late Chimu period, about 800 to 1400.
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Figure 59

Double cloth fraguent.
Size, 7=3/4 x 15% inches.
Cotton warp and weft,.

The design in thils double weave specimen is mede up
of horizontal bands of alternating rows of man and llama
motives. The colors are dark blue and tan. The warp ls
40 threads per inch and weft 74 picks per inch.

The style is Late Chimu, of between 900 and 1400.

Figure 60

Band of double weave.
Size, 5* x 175 inches.
Framed.

In this dark blue and tan double weave band there
are 52 warp threads and 44 weft yarns per inch.

The design 1s made up of a row of conventionallzed
llamas in a step-sided band.

The style is Late Chimu, of between 200 and 1400.

Plate I-C

Featherwork.
Size, 7~3/8 x 2 at the top and 3% inches
at the bottom.

- The base fabric of this specimen is white cotton
volle on which the feathers are applied by looping the
quills over & thread and securing by a knot in a second
thread. The feathers are laid on in a shingle fashion.
!?; fabric 1s circular with the blue feathers on all
81068,

It is impossible to date this specimen other than to
say that it is either Late Chimu or Late Nazca. In
either case it would date from between 900 and 1400,



Figure 61

Gauze fragment. ;

Size 18% x 5% at the bottom and 1lli inches
at the top.

Framed.

This is the only true gauze fabric in this study.
The design is a stylized face combined with geome tric
motives in gauze weave on a tabby weave cloth. There are
24 warps and 34 weft yarns per inch.

The fabric is of the Early Hazca period, about 100
to 6000 '

Figure 62

Brocaded voile fragment.
Size, 18-3/4 x 193 inches.
Framed.

The base fabric is a fine voile of 22 warps and 24
wefts per inch of blue on which there 1s embroidered
highly conventionalized pelicans. They are in tan with
red and white body detall and possess a great degree of
liveliness.

The deaign is typical of the latter part of the Late
Nageca period, between about 1100 and 1400.

Figure 43
Braid.
Size, 3/8 x 11-3/4 inches.
Wool,.

The colors of this ten-strand braid are red, blue
and gold. It is impossible to date this as the colors
and technique were used in all of the pre-Inca periods.
It is safe, however, to date it before 1400.



Figure 63

An ornamental rope.
Length, 56% inches.
Fpramed.

A succession of short loops surrounds in shingle
fashion a central cord. These loops are put on in a zig-
zag pattern, the colors being red, pink, blue, yellow and
white.

It is impossible to date this specimen further than
to say that it ia certainly pre-Spanish.

Plate I~D

Tassels. :
Length, 2% to 2% inches.
Vicuna wool.

There are five tassels of rust and brown, tied at the
top with yellow and black. Similar tassels are shown in
O'Neal, plate 48b, end are dated as Late Chimu. There is
no way to definitely date this specimen more accurately.

Figure 64

Tapestry mat with bamboo warp.
S8ize, 6=7/8 x 7§ inches.
Fmd.

There 1s no record available on this type of work
which is a tapestry weave on bamboo warp. The design is
composed of squares of colors arranged in diagonal lines
with interlocking weft. The colors are white, red, green,
purple, golden~tan and blue.

There are five warps and 38 weft picks per inch.

The pattern is shown in Doering, figure 64 and dated
as Nazeca. The colors are Incaic. It is safe, then, to
date this fabric as of the latter part of the Late Nazca
period, between about 900 and 1400.
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Figure 65

Pile cloth fragment.
Size 3% x 203 inches.
Framed.

In this specimen there are three stripes containing
goome tric designs and one wide panel composed of
rectangles containing stylized birds, The colors are
red, yellow, green and black.

The designs are in the Tishuansco II style and may
be dated as between 600 and 900,

Figure 66

Drawn work fragment.
Size, 22-3/4 x 28 inches.
Cot ton warp and weft,

This fabrie of drawn work is unusual and the only
example of this technique in this study. There is a
carefully planned series of small areas which are left
undrawn, These are of tabby weave with a warp of 52 and
a weft of 64 yarns per inch., At each undrawn area, the
drawn area threads are bunched together to give an open
effect to the fabriec which has been dyed black.

Crossing the center both horizontally and vertically,
there are three small bands of wool embroidery in
shocking pink and yellow.

Means dates a similar fabric as representing the Late
Chimu period, between about 900 and 1400,

Figure 67

Fragment of surface weave cloth.
Size, B¢ x 22§ inches.
Cotton warp and weft.

The design of this fabric iz a simple weft stripe of
royal blue, red and white on a brown ground with red warp
threads placed at regular intervals to give a checked
effects The red yarn is of wool.

There are 16 warps and 44 weft threads per inch.
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This fabric is of the Late Nazeca period, between 900
and 1400.

Flgure 68

Surface weave cloth.
8ize 10-3/8 x 154 inches.
Cotton warp and weft.

The ground color of this fabric is dark blue tabby
weave with a warp pattern of white. The design is of two
bird forms confined within a lozenge-shaped area, and
placed diagonally confined with zig-zag rows alternating
in both directions.

There are 18 warps and 20 weft threads per inch.

The weave is Tiahuanacoid but the birds are Chimu.
This fabriec may be dated as the sarly part of the Late
Chimu period, of about 200 to 1100.

Figure 69

Surface weave cloth.
B8ize, 9=1/8 x 9-5/8 inches.
Cotton warp and weft.

This fragment is so badly worn that 1t is impossible
to tell exactly what the design is. There are zig-zag
diagonal lines and alternating diagonal stripes that seem
to be of conventionalized birds.

The colors are blue on a brown ground., There are 10
warps per inech and 30 weft picks per inch.

The design seems to be elther Late Chimu or Late
Hagoca, in either case it is between about 900 and 1400.



Figure 70

Enitted band.
Size, 5% x 41-3/4 inches.
Framed.

This specimen is of cireular knitting. The design
is of human figuwres with decapitated heads. It is
repeated on both sides in different color combinations.
The end has a tab variety of fringe which consists of
four fingerelike tabs, each circular.

The colors are black, red, yellow, green, brown,
purple, orange and brown.

The design strongly resembles the figures on the
lMonolithic gateway, but the decapitated heads and the
manner of rendering the feet are Hazeca, This fabriec is
interesting as a combination of Early Nazea and
Tiahuanaco II arts. Therefore, it may be dated at a
time when those two cultures were reascting upon each
other, the Early HNazea period, about 600.

Figure 15

Tapestry border with double woave design.
Size, 1=3/8 x 33% inches.
Cotton warp, wool weft.

In this specimen the design is made up of tapestry
stripes in red and pink with a double weave central
stripe of geometric figuwre of yellow and brown. There
are 20 warps and 56 wefts per inch.

There is no indication of Tiahuanaco II influence,
so this fabric may be dated as of the latter part of
the Late Nazca period, between about 1100 and 1400.

Pigure 71
Tapes border with double weave design.

Size, X 7=5/8 inches,.
Varp and weft of wool.

57



This specimen is a loosely beaten-up red tapestry,
having a center band of green, black, light blue and
yellow brocaded, gecmetric design.

e There are 18 warp tlreads and 64 weft threads per
A L

The colors are Ineale but the workmanshlp falls
short of their standards. This 1s probably Late Hazca,
about 1100 to 1400.

Figuwre 72

Painted tapestry
Size, 13 x 214 lnches.
¥reaned.

In this specimen there are 13 warps and 60 weflt
threads per inch., The colors are brown on a tan ground.

The deslign 1s composed of alternating rows of
stylized birds and animals arranged diasgonallye. The
ereatures have characteristics of both Nazea and Chimu
cultures. The protruding tongue and the feet are
mﬂ. of Nazca while the headdress and tall lines arve

*

There have been no references to painted tapestries
in any avallable sources. '

This design, then, seems to be either Late Chimu or
Ié:h;‘ gcmu in either case the date would be about 900
-

Figure 73

8ling shot.
Length, 122 inches.
Framed. '

The sling shot is padded tepestry weave. The
eircular warp is three-strand and gives a heavily ribbed
arance. There is a geome tric design of red, green,
yellow and blue.

The cords at elther end are braided, ending with
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tassels.

It is impossible to date this specimen accurately.
The design is Tiahuanaco II so it could be of that perioed
or any later period. It is certainly pre-Spanish.

Plate II-A

8ling shot.
Probably maguey fiber.

This sling shot is not of woven material, but is
figure 8 and spirally wrapped around & core. The cord
is braded. The colors are brown and tan.

There is nothing to indicate the culture. It 1s

impossible to date this specimen further than to say that
it is certainly pre~Spanish.

Plate II-B
Spindle used in the pre~Spanish periods. Exact
dating is impossible.
Plate III
Spindle and samples of wool used in pre-Spanish
cultures. The wooden spindle has had palnted designs
that are now so faint that it is imposslble to determine
what they were.
The wool is all vicuna with beard hair in sauples
a, b, ¢, 4d and £, All are dyed except e, which is white.
Plate I-B

This is a bit of white cotton in the process of
being spun. :



Plate IV

On this plate 1s shown at the top four spindles and
bobbins of wood with painted designs which are so faint
it is impossible to tell the design or colors.

In the center there iz a carved wooden figure of a
man. On the left hand side of him is shown a wooden,
shuttle~like plece that may have been used to wrap the
yarns on. No other object like it has been found in
available sources so it is impossible to know definitely
Just what it was used for. On the right hand side of
the plate is a wooden weave dagger.

It has been impossible to determine what the object
at the bottom of the plate is or what it was used for.
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CHAPTER IIIX

CONCLUSIONS

The study of anclent Peruvian textiles is of vital
interest today, not only because we learn from the study
about past civilizations, but because the same race, very
little modified, is now living in the Andean region today.
It is safe to assume that physically and geographically
Peru is about as it was when the textiles were made that
have been described in this study. The general way of
life is much as it has been for centuries. The people
8till have the abllity to perform again the miracles of
artistic creation that thoir ancestors perfected in the
past, DBut not until a true understanding of their
history and of their present needs in relation to their
past 1is known, will they be able to surprise the world
with a renalssance of their former genius.

luch can be discovered by the comparisons of color
and clesign on their pottery, architecture, metal work
and textiles. The same designs were used by one group on
all mediums of expression, and by knowing the meaning,
date or location of one, many others may be successfully
classified. This study is of such great importance that
Mlss Grace Denney, professor of Home Economics at the
University of Washington, has taken a leave of absence for



one year and has gone to Peru to compare the textile and
pottery designs.

The true story in its entirety can not be found in
Peru alone, as the Indians from Southwestern United
States, Mexlco, and Central America have similar back-
grounds and possibly a common origin. There are designs
on pottery found in Arizona that are identical to some
rouﬁd in Peruvian art. A comparative study of the art
of Peru with the art of Central America, Mexico anmd
Southwestern United stltoi would be of valus in completing
the ancient American hiétary.

liore tombs are being discovered each year in Peru.
As more treasures are unearthed, further comparisons and
investigations should be made. This study by no means
answers all of the questions that we ask of the past. It
is only when archasology has provided us with all that
there is in Peru and other areas that tell of the past
that the study of ancient Peruvian textiles will be

complete.
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Figure 454
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Figure 58.
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Figure 66.






[

_w

f

(il
w:mw

am

.ww “
,::ww

w

m
Wy

15

x: “ w

.,wm_,,:m b

m,.wm Y r m“

w mwa :_:_..._ www vﬁ”
.m,mm¢¢ b ¢~M¢- .mw_m“-
::? ,M MM o S__ B

T ” 4l i
: ~ i 1y 9} ) ..,.
“m iy ool

Py

i

.ww

:mw

m .;.

::

11

P g

” :,.:: b

w ~* “

!

~ “w .»
:‘ : |

5 zw

Figure 68.

.“m:._:
“






111

Figure 70,
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Plate I.
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Plate II.
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Plate III.
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Plate IV.



