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PREFACE

The purpose of this study is to focus attention on some typical Peruvian
motifs that could be adapted to commsrcial textile patterns. The problem involves
a brief historical outline of Peruvian cultures; an analysis of Peruvian fibers
and weaves that influenced design; a discussion of outstanding colors and dyeing
processes; a study of motifs and textile design; a comparison of characteristic
Peruvian designs and some adaptations of them found in the United States; a
collection of photographs illustrating original motifs and textiles employing
adaptations from Peruvian designs; and a group of original adaptations by the
author.

As the world grows smaller day by day, the North and South Americans seem
to be knitted more closely together. The "good neighbor” policy has started
not only a transfer of ideas from the United States to her southern neighbors, but
more important the acceptance on our part of some of the South American traditions.
The North American consumer today selects decorative fabrics modified from the
designs of many countries and cultures. The great influsnces of South American
arts on modern United States textiles is becoming increasingly evident. For this
reason, the author was interested in obtaining some historical data and correl-
ating it with modern adaptations in motifs.

Peruvian designs were chosen because the advanced culture of the Inca nation
presented many outstanding decorative features in their arts and crafts, and these
features have been brought to international attention by the recent archasological
discoveries in Peru.

As comparative studies in museums and private collections were not possible,
original study was limited to the observation of the collections in the American
Museum of Natural History and the selection of fabrics produced in the United

States and avallable to the author through stores and decorators' studios.



The illustrative materials were obtained from prints of museum collsctions,
the Peruvian Embassy, and private manufacturers. Information for this paper
was obtained from books, magazines, and publications of govermmental and histor-
ical agencies.

The motifs illustrated were chosen because of their historical repetition
in cultural periods and their frequency in adaptation. The museum prints have
been reproduced by photography. Sample cuts of the commercial adaptations were
not advisable, as the motifs were very large; therefore, the entire repsat of the
motif was photographed. The original adaptations were photographed from the
plates designed and rendered by the author.
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Chapter I
HISTORICAL BACKGROUND

Peru, a South American country of rich traditions ; is divided into three
geographical regions: the low coastal desert, the tropical jungles, and the
highland sections of the Andes mountains. Archaeological research has been
influenced by these geographical divisions. The highlands have yielded few
examples for historical study, but in the coastal desert areas the materials
were well preurnd.l

No aboriginal history exists except the archasological records.> The
nation developed from nomsdic tribes into the great Inca Empire. The Spanish
priests offered some information on the final stages of Peruvian development,
but their reports were often unscientific and influenced by their distaste
for native pagan practices.

The following classification of cultural sequences was based upon the
studies of Wendell C. Bennett, Professor of Anthropology at Yale University.
He classified the cultures as (1) Barly Farmer, (2) Cultist, (3) Experimenter,
(%) Mastercraftsmen, (5) Expansionist, and (6) City Builder.

The Early Farmer cultural group appeared between 3000 and 1000 B. C., and
the discovery of bone weaving tools indicates that weaving was practiced in
some form.

Cloth fragments from the Cultist period between 1000 B. C. and 1 A. D. were
rare, but a true loom weaving knowledge was shown in the implements that were

preserved. A stylized feline design characterized the majority of preserved

1 Thomas A. Joyce, South Amsrican Archaeology, pp. 199-200.

2 Wendell C. Bennett and Junius B. Bird, Andean Culture History, pp. 10%-105.




fabrics from this cultural group.

All cultures of the Experimenter period between 1 A. D. and 600 A. D.
practiced loom weaving. New techniques and new coﬁt.roh were present.

The weaving arts were further advanced in the Mastercraftsman cultures
between 600 and 1000 A. D., and meny techngiues were employed to produce
beautiful fabrics.

A great number of textiles has been preserved from the Expansionist cultural
groups which existed between 1000 and 1200, and the outstanding development of
tapestry was Included among the weaving techniques.

Sometime during the City Bullder period between 1200 and 1450 the Inca
Empire arose.3 According to an ancient legend recorded by Garcilasso de la Vega,
a socred couple was sent from heaven by the god of the sun to found the dynasty
in the valley of Cur.co.l" The emperor taught agriculture to the men, and the
gister-wife taught household duties and weaving to the womsn. The cold, damp
climate of the high Cuzco region made clothing essential; and textiles became
an important part of the imperial civilization.’ FPabrics and garments were
part of the tax paid to the Inca family and the temple. The textiles were used
in burial ceremonies, in sacrificial offerings, in robes for the temple officials

and the nobles, in uniforms for the army and, for the robes of the Inca rauily.e’

3 mmtt m Biﬂ, gn ﬁ_t_.’ ”- 121"198-
b Williem H. Prescott, History of the Conquest of Peru, pp. 8-9.

5 Florence Arquin, "Indians of the 'Altiplanc': Their Arts and Crafts,”
School Arts, XLVII (April, 19548), pp. 254-288.

6 Gosta Montell, Dress and Ornament in Ancient Peru, pp. 179-186.




Schools had to be organized and maintained by the state to supply the vast
weaving staff needed to meet the constant demand for textiles. The schools
were for womsn only and were directed by an Inca Empress who instructed in
the weaving arts.'

Pizarro, the Spanish conquistador, with the aid of a few adventurous
invaders conquered Peru in 1530 and made it a Spanish colony. The conquista-
dores stripped the palaces and temples of their treasures, including many lovely
textiles, and sent them to the Spanish throne.® Thus it was that the Peruvians
were congusred by the Spanish at the peak of their cultural development. Ths
Peruviens had known no personal freedom and readily fell under the governmental
yoke of the Spanish ruler; therefore, the weaving arts and othsr handicrafts
were greatly influenced by the conquistadores. The rich costumes of the Spanish
and the cersmonial forms of catholicism brought bolder colors and patterns into
the sember and restrained native products.’ The blend of the two cultures,
Spanish and Peruvian, produced many decorative arts during the three hundred
years of colonial rule. Although some of the cities saw a rise of textile
factories, textiles were primarily woven at homs by part-tims craftsmen whose

products wers intended for local conswtion.lo

7 Fernando Romero, "Inca Finishing School,” Americas, Vol. 2 (September,
1%0), p’. 17"18.

8 Christophsr Sandeman, A Wanderer in Inca Land, p. 117.

9 Truman E. Bailey, The Manual Industries of Peru, p. 1l2.

10 Harry Tschopik, Jr., "Peruvian Folk Art," Magazine of Art, XLII
(January, 1949), pp. 15-17.




Much of the decorative art in Peru today is copied from the colonial work.
A leck of patronage for the hand arts and en increased supply of low-priced
manufactured objects has caused a decline in handicraft production. The Peruvian
govermment turned to the Inter-American Development Commission for aid, and in
1942 Trumen Bailey was sent to Peru. After two years of research study, Mr. Balley
established a school in which he encouraged the use of Peruvian materials, methods
end traditions in hand arts and crafts.l} Describing the project, Mr. Bailey
B2ys; "....we sought te revive the native inventive genius and give it once again
& profitable outlet. With that end in view we made a careful study of the

AR The textiles produced at the present time in the school

original metheds."
organized by Mr. Bailsy ere coples of the ancient textiles rather than adaptatiems.
Ancient Peruvien fabrics are recognized for their unique qualities of fiber,
weaving technique, color and dye, and design. WNatural fibers were plentiful in
& variety of colors and textures. Almost svery weaving technique known in modem
times was practiced by the ancient Peruvians. Some of the techniques are
impossible to recreats with a mechanical loem because of the unusual fineness of
the weaves, and others weuld be Impractical economically for modern weaving
methods. The natural colors of the fibers, plus an exceptional skill in thse
dyeing processes, produced a vast range of colors for the textiles. An apprecia-
tion of color harmony, an artistic sense of proportion, a high degree of skill
in technical development, and the selection of familiar animated subjects made

their designs unusually distinctive.

11 Florence Arquin, "Reviving Peruvian Crafts,” Bullstin Pan American
Union, IXXXI (November, 1947), pp. 622-626.

12 Bailey, Op. cit., p. 31.



Chapter II
FIBERS

A mumber of natural fibers were accessible to and used by the ancient
Peruvian weavers.! Three matural fibers, cotton, animal fibers, and best were
most frequently used; human hair and soms other aniral hairs were often added
for some desired effect.

Cotton and animal fibers were used in Peruvian fabrics during all cultural
periods. Cotton was the earliest fiber used appearing before 1000 B. C., and
the early cultures seemed to use more cotton fibers, according to Junius Bird.”
The appsarance of soms animal fibers in the early cultures, howsver, influsnced
weaving techniques more adaptabls to those fibers.> In the middle cultural
groups, the use of cotton and animal fiber combinations becams more frequent
through the weaving of tapsstry, while the late cultures, including the Inca
dynasties, showed a prefersnce for all cotton constructions.’

Although difference of opinion exlsts among authorities on ths varieties
of cotton fibsrs used by ths ancient Peruvians, most expsrts agree that there
were at least two: a pure white and a reddish or golden brown. The brown variety
may have been a wild form of the white,” or may have been changed from a white to

1 Bennett and Bird, Op. cit., p. 256.
2 Ibid., p. 259.
3 Lila M. O'Neals and Alfred L. Krosber, "Textils Periods in Ancient Peru,"”
University of California Publications in American Archaeology and Ethnology, XXVIII,
Qe £p Po
% Loc. eit.

5 M. D. C. Crawford, "Peruvian Textiles,” Anthropological Papers, Amsrican
Museum of Natural History, XII, Pt. 3, p. 64.



a brown tone by dyes or ]Iltl.s The cotton fibers In Peruvian textiles were as
fine as silk, and the pure white fibers appeared to be much bétter than the
brown fibers.| Cotton fabrics also displayed fibers of other colors which may
have been natural to the plant® but are not recognized by all authorities.

Don Pedro Gutierrez de Santa Clara observed the naturally colored cottons in
1550 and stated:

eess there is in this country much cotton which of itself is blue,

brown, tawny, yellow, and the colour is so fine that it is something

to be noted, as though it had been in dye for a long time, for the

painter of the world gave to it those vivid colours.’
Some references in early literature designated brown cotton for rulers only.l®

The bast fiber, the nearest resemblence to linen known by the ancient
Peruvians, was a kind of hemp produced from maguey. It was used in cords,
ropes, netting, and for some mummy cloths, which resembled those of ancient
Egyptian linen.l}

The animal fibers used in Pre-Spanish Peru came from the hair of three
animals of the camel family: the llame, the alpaca, and the vicuna. Different
parts of the animals yielded different grades of fiber; generally, however, the
1llama produced a coarse fiber; the alpaca, a finer type; and the vicuna, the

finest.12 Recent research has shown that alpaca fibers can be more easily spun

6 Philip A. Means, Ancient Civilizations of the Andes, p. U5k.

7 Crawford, Op. cit., p. 69.
8 Bail’y’ ml’ ﬁu’ P 22.

9 Means, Qi.:it. s P. 455 quoting Gutierrez de Santa Clara, Historia de
las guerras civiles del Peru, Bk. III, Ch. lix.

10 Crawford, Op. cit., p. 69.
11 Ibid., p. 65.
12 Ibu.’ p. 70-



than can vicuna, and many of the fabrics formerly classifled as vicuna may be a
£ine grade of alpaca fiber.'3 The natural colors of the animal fibers were also
useful in textiles. Ths llama was usually a creamy or a brown tonej the alpaca
fiber could be white, bluish gray, orange, light or dark brm;lh' and the vicuna
was a beige or cinnamon color.t> In Inca times the vicuna fibers were supposedly
limited to the nobility, while the llama fibers were used by the Indians.l6

In tests conducted by Truman Bailey between 1942 and 1946, several unusual
fibers appearsd in ancient fabrics under the microscope. Human hair of a black
or bluish-black common to South American Indians was often used when black
appeared in a design, particularly as the outline of a motif. The hair was
coarse and gave lustre to fabrics woven of animal fiber; however, it was not
used in all periods.l” Viscacha, a long-tailed rodent, closely resembling
the chinchilla, had a coat of clear yellow fur, which was often used to add
brilliancy to the finish of a fabric. Dwring Ince times these fabrics were
used only by the nobles and were very much prized by the Indim.la Spider webs;
rat and mouse fursj bat's fur; numesrous grasses and reeds; and banana, cactus

and kapok fibers were alsc found in ancient tm:llu.lg

13 Bailey, Op. cit., pp. 21-22.
14 Means, Op. cit., p. 455.

15 Bailey, Op. cit., p. 22.

16 Bennett and Bird, Op. cit., P. 259.
17 Ibid., p. 260

18 Msans, Op. cit., p. 457.

19 Bailey, Op. cit., p. 22.



The Spanish brought sheep, as well as silk and linen fibers, into Peru
from Burope. The silk and linen fibers were woven primarily for the conquista-
dores, but the wool fibers from sheep were used in native textiles.Z0

Although meny of the ancient fibers cited previously in this chapter are
found in Peru today, they are not used for fine textiles. Trumen Bailey found
colored cottons growing on the northern coast, but the commercial value wes not
sufficient for the Indians to exercise the extreme care needed in growing these
cottons.2L Vicunma fibers ave still woven today im Peru; but it is 1llegal to
teke these fabrics out of the country.22 The alpaca is the most important
commercial fiber and 1s woven both for export and for domsstic use.23 The llama
fiber is woven, as it always was, for native use., but wool fibers from sheep
and white cotton fibers are used for fabrics of homespun quality in most domestic

production.

20 Tschopik, Op. cit., p. 15.
21 Bailey, Op. cit., p. 22.
22 gandeman, Op. cit., p. 182.

23 Grace G. Denny, "Impressions of Folk Arts in Feru,” Journal of Home
Economics, XLIT (March, 1950). pp. 190-193.




Chapter III
WEAVING TECHNIQUES

The early Peruvians utilized their wide choice of fibers by developing
fabrics with many variations in weaving techniques.

The febrics of the ancient Peruvians were primarily woven as wearing
apparel. Most of the finer textiles in collections were identified as caps,
mantles, shirts, belts, and wraps. Many of these garments were utilitarian in
purpose, while others wers used as ceremonial pieces or grave garments, which
were made larger to cover a mummy and showed no signs of wear. The garments
were not cut; they wers woven in parts shaped by the loom and stitched together.l

Although textiles from the early period between 1000 B. C. and 1 A. D.
were poorly preserved, most of the fragments were of cotton in a plain weave,
while some weft stripes and creped threads appeared. A sudden increase in
woven fabrics occurred as the Christian era was neared, and examples of mono-
chrome tapestries and some fabrics with a woven design have been found.2

From about 1 A. D. to 600 A. D. the Paracas Caverns group was particularly
distinctive for gauzes, but brocade, weft patterns, embroidery, and painted
cloth also appearsd during this period.3

During the next four hundred years preceding 1000 A. D., the cultural
groups presented the textile world with almost every kmown technique found in
any later time.* The Nazca and Necropolis fabrics were numerous and showed a

distinct inclination to over-all embroidery. The coastal textiles of the

1 Hillign H. Holmes, "Textile Fabrics of Ancient Peru," Bureau of Ethnology,
Vol. 7, pp. 6-9.

2 Bennett and Bimd, Op. eit., p. 130.

3 Lila M. O'Neale, "Textile Periods in Ancient Peru. II: Paracas Caverns
and the Grand Necropolis,” W of California Publications in American
Archaeology and Ethnology, , No. 2, p. L(1-

k Bennett and Bird, Op. cit., p. 172.



10

north introduced and dsvelopsd tapestry to a more popular position, and ths
middle cultural periods reflected a persistence for brocade, gauze, lace, double
cloth and flat braid.”’ Three dimensional knitting was also introduced during
this tim.é

By the rise of the Expansionist peried from about 1000 to 1200, skill had
been developed in known technigues and fine tapestries were characteristic of
the last cultures before the rise of the Incas. During this sra brocade, double
cloth, knitting, interlocking warp, velvet-like pile knot and warp patterns were
frequently used. | The wrapped weave technique, which was practically absent in
earlier periods, was .tntroducod.a

The next two hundred and fifty years saw the rise of the Inca nation and
the unification of the empire. The textile industry continued the weaving of
tapestry, particularly to finish borders and for small inserts in corners of
textiles. Gauzes, brocades, and pﬁten weaves appeared less frequently, while
the entire group of woven fabrics increased in quantity; and wrapped weave
became common in the late cultures.” The Inca cultures were characterized by
the frequent use of double cloth technique and the use of all cotton constructions
on the cout.lo

By about 1450 the compulsory emigration imposed by the Inca family as a
form as punishment brought about a mingling of techniquas between the cultures.

There were comparatively few pleces of fine textiles preserved from this period,

5 0'Neale and Kroeber, Op. cit., p. 35.
6 Ibid., P. 34.

7 Bennett and Bird, Op. cit., p. 198.
8 0'Neale and Kroeber, Op. cit., p. 3.
9 Loc. cit.

10 Bennett and Bird, Op. cit., p. 212.
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but fabiics with crepad yarn, brocadcs, and delicate gauzes seemed to £ill the
cellactions from the labter culturss affiliated with the Inca Em@ireall
Most technigques of weavirg used by the Peruvians appesred io some oxtent
in all pericds; soms had thelr principal populariliy in an early, middis; or
late culture, while othors were characteristic of one or two geographical gr oups.le
Among the outshanding techniques, the ancient Peruvians included plsin weave,
twill, repp, gauzs, potbern weavss, brocvade, double cloth, and tapestry. These
techinigues will be discuseed individually on this and the following peges.
The plain weave gtructure, with one warp crossing one welfd, was the basic
weava learned by any people. In Peru the plain weave was wmost frequently made
of coticon and became the background for embroldery and other supsrstructure
technicuss in the later pericds. The variations by weft and warp stripes, checks
and ginghoms, were made in plain weawves both in cotton and animal fibers.13
Repp and twill wsre two related techniques practiced by the ancient Peruvians.
Both of these weaves had a ribbed effect; repp had a raised area perpendicular
to the selvage, and twill had a diagonally ribbed area. Repp appeared rathsr
frequently in the late periods, but few examples of twill have besen found. The
twill weave was difficult to preduce, and the known examples wers collected
from the middle cultural periods. Although it is possible that many twills
existed, it can be assumed that the twill techniquse was mastered by the Peruvians

but had o restricted distributicu among the cultureswlh

it Joyee, Op. clt., p. 20k,

3
Bl
b
.

12 O'Esale and Kroeber, Op. cit.; p. 3
13 Means, Op. cit., p. 486

1% Bennett and Bird, Op. cit., pp. 275-276.



The gauze weave technique was an open mesh construction which greatly
resembled lace. The gauzes of the Peruviane required skillfull workmenship,
as the warp and weft were locked and did not pull. Both light-weight and heavy-
weight gauzes have been found. The gauze technique, however, was particularly
suited to some of the warmer climates of Faeru and the coastal cultures were
foremost in gauze woluctiou.15

Two forms of simple pattern weaves, the warp pattern and ths bobbin weave,
were used in most of the Peruvian cultures. The warp patterns were relatively
easy to create and were very popular. The best examples of the technique were

16 The bobbin weave was made by

found on the southern coast in a later pericd.
inserting the weft or bobbin to produce a surface design that resembled the
figuring of a modern Jacquard loom. The bobbin wesaves required at least two
colors, and two types were produced; one with a surface design only, and another
with both sides of the fabric finished.ll

Brocading was also known to the ancient weavers of Psru. This technique,
which consisted of inserting an extra ornamsntal weft or several wefts, was
completed during the weaving process. The finished textils was difficult to
distinguish from embroidery in the Peruvian examples, and it is assumed that
this skill at the loom shortly followed the development of the decorative addi-
tions after the weaving process had besen completed.!® Most brocades had a

cotton tase, with the extra bobbin or weft of animal fiber.l?

15 M. D. C. Crawford, "Peruvian Fabrics,” cal Papers,
American Museum of Natural History, XII, Pt. &, pp. ~-1542,

16 Bemmett and Bird, Op. cit., p. 276.

17 Crawford, "Peruvian Fabrics,” pp. 147-148.
18 Bennett and Bird, Op. cit., p. 277.

19 Means, Op. cit., p. 487.



[

(23

Loubls cloth, using two seis of werp and two solts of walt with weaving

Cons on both gides of the loom, was profuced in some beaviiful febrics by the

Peruvians. The designe worked into a fabric of thils kind were the zams on both
gides thovgh reversed in color. Using tha double cloth methed, almost eny

design, by careful arrangment, could be cra&teﬂ.gO ‘Tn otter ecountriss this
tecinicgue vas oftso employed to construct a warm, heavy fabrici but, as many
of the Peruvians hed no need for warmth, fabrics of the double cloth construc-~
. » p ‘ : . . 21

tion wors most Treguently used for bags or charms buried with the dead. Thera
ig a possibility that the origin of the doubls cloth techriqus arose from the
; s : s » ‘ - 22
weaving of plald ginghams or from see form of basketry.

Perhaps the most outstanding febric constructions produced by the ancient
Peruvians werg the tapestries. The relatively simple procedure reguired menipu-
lation of the weit alone: the warp rermined stakionary. The waft was darned over
or under the warp and produced a textile of fine quality. The weft was usually
of animal fiber on & cotton wawp.gB A distinctive feature of Peruvian tepestry
appeared ip the border comstruction ofhen altacked by an extra thread. The Coptic
tapsstriss often showed e border that had been sewed to the Fabric, but this was
never dons by the artistic Peruv:n',ar;usr.21L Tapestry appeared in the middle cultures

on the north coast and graduslly becamz the most oubtstanding technigue used in

weaving. During the Inca reigns, tapastries were glven new support; but =no
=} p=] 5 7

20 Crawford, "Peruvien Fabrics,” p. 135.
21 Means, Op. cit., P. 488.

22 Crawford, "Peruvian Fabrics,” p. 140.
23 Means, Op. clt., p. 48,

24 Crawford, "Peruvian Fabrics," p. 119.
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direct influence in the general developuesni 0ccurred.25 At the time of the
Spanish conquest, the tapestries wers sﬁperior to the Buropean products and
received great admiration from the conguistadores.

Some of ths early hand-woven tapsstries had slits, formed when the colors
changed parsllel to the warp. Thic slit construction was uswally known as kelim
tapestry. While the sarlier cultures may have interlaced the weft to avoid

26

glits, others lsft them to accentuats designs. In an original sample of ancient
constructlion obtained through the Peruvian Bmbassy (note Plate VIII), the author
was privileged to examins the slits formed at all of the color changzs lines
perpsndiculay to the fringe. Plate I shows a diagram of the frequency of the
slits in the fabric observed by the author.

Several techniques of less importance were known to the ancient Peruvian
weavers. They were familiar with pile censtfuction but seldom used it. The
most outstanding of the little-used techuigues was patchwork, which was sone-
times identified as interlocked darning. Patchwork created geometiric squares
of different colors.2! The entire construction was accomplished on a loom,
with one yamm being turnsd to form both warp and weft, making the warp threads

28

croszed only by weft of the same color.

25 Bennatt and Bird, Op. cit., ». 279.
26 Joyce, Op. cit., p. 200.
27 Bennett and Bird, 0p. cit., p. 261.

28 Lila M. O'Neale, "A Peruvian Multicolored Patchwork,” American Anthropol-
ogist, XXXV, p. 87.

fouslo® Sodibuiod)



Toe manipulate a single length of yarn so that it became not only warp

and weft within a patch, but coincidently created four selvages inter-

locked to the selvages of as many other adjscent patches iz a technical

feat. To add to a problem of such proportion a self-imposed adherence

to a complicated color rhytham is manifest proof of an ambitious craft

ideal.29

It is wost extraor&inary thet such complicated weaves as those practiced
by the early Peruvians should have beaen created without dlagrams or drafts.
Although.their‘ceunting gystem of knotted strings could have been used as a
guide to weavers, there has bsen neo svidence discovered to this effsct, nor have
ancient work baskets yielded exmmples of this methed of counting. It is,
thersfore, presumed that the geemstric figures and the realistic representation
of them werz known only to the weavers, who had to think out the structures
in&epanden.tly.ge

The most important influence of the Spanish conguest on weavriang was the
introduction of a large upright loom that made large-sized wall hangings and
draperies possible. The Spanish appraciated the techniques employsd by the
Peruvians, and the native products soon found their way into the homes of the
conquistadares.3l

In the twentieth century the native Peruviens made an effeort to become
industrialized. The hand-woven cestumes, used op spsclal occasions, were
called barbaric by commercial interesis; and the Indians were urged to wear
the white man's apparel. Some of the so-called "lost arts,” including many
weaving techniques, became dormant; and the textiles made by machinss became

the most valued products. Ewen then, the natives would not part with the hand-

29 Lila M. O'Neale, "A Peruvian Multicolored Patchwork,"” American Anthropol-
ogist, XEXV, p. 9.

30 Crawford, "Peruvian Fabrics,” p. 151.

31 Bennett and Bird, Op. cit., p. 279.
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ﬁoven fabrics and persisted in using the ancient techuiques te some extent in
home prgductien.32 When Truman Bailey conducted his ressarch project, ke found
gome hand-woven fabrics and the weavers who made them. He learned that different
- geographical groups retalned old weaving technigues but often were not familiax
with techniquss practiced in other areas. Some groups created a pattern using
the weft, while others formed designs on the warp threads. Wew designs of the
ancient double cloth mesthed were creatsd by a weft weaver on one side of the
loon and warp weaver om the other,33 Inspired by Mr. Bailey, the Indian weavers
becams interested in decorative textiles and were quick to learn old and new
methods.

The aacient and modern folk arts in weaving techniqgues practiced in the
research project are not typical of the twentieth century native production;
they are a revival of the ancisnt methods applied to modern products. At the
present time, many textiles are still being copied from the colonial period;
bub, in the weaving technigues, the Indian characteristics still predominate

and encient methods are apparenﬁ.3k

32 Truman E. Bailey, "Native Arts Shape the Hative Future,” Natural History,
American Musewr: of Natural History, LIII, Ho. 6, pp. 256-271.

33 Balley, The Manusl Indvstries of Peru, p. 33.

3% Pechopik, Cp. cit., p. k.
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Chapter IV

COLORS AND DYES

A great variety of colors, masny of which were obtained either from the
natural fibers or from dyes, was used In the ancient Peruvien fabrics. The
earliest cultures seemsd to use the naturally colorad fibers, but the later
groups broadensd theilr cclor range by the use of dyes.l Ths dyec and dyeing
processes must have besz unusually effective, as the colors have remained
clear and hermonious through the agss. Although colored cottons tended to
darken slightly when exposed to light, and soms fading must have occurred,
the fabric sent from the Paruvian Embsssy and the examples viewed by the author
in the American Museum of Natural History were of a relatively intense hus.

The c¢olors differsd in certaln locales and cultural pariods,e and in the
following discussion, the colors wlll bs mentloned as they wers used chrono-
logically. It can be assumed that many of the colors were known in all periods,
although soms were mors favored by one group than by ancther. The chapter will
be concluded with dyss and dyeing processes that appeared at mors or less
indefinite times and will be discussed generally.

The pre-Christian ages used red and blue dyes with natural fibers, and
thess combinatiouns provided a narrow rangs of colors.3 From the bilrth of Christ
until epproximatsly 400 A. D., a range of tsn or twelve colors was recorded.

The cultures of this period used the natural fiber huss; they retained the bluss

and reds, shading both toward purple; and they made an addition of ysllow, orange,

1 Bennett and Bird, Op. cit., pp. 262-263.
2 0'Neale and Krosber, Op. cit., p. 31.

3 Bennett and Bird, Op. cit., p. 262.
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end bluishe-gresn tints. A groy color was produced by cambining, before splmning,
hrovn and crean animal Tibvers. This technique was uwsed by moot of the following
culturea.u

Betwasen 600 and 1000 ths cultures dewsloped color and dyeing processss that
included one hundred and ninsty hues.5 During this period therc was s distinct

raeferencs for clear and bright colors. 3Blwes, greens, reds, rose hues, and

¥ ]

brovme predominsted, and the blaocks and purplish hues fevored by earlier poeriods
appzared less fraquently.6 Combinations of fi#@, six. or seven colors in stiripes
and patterns ssemed to ko preferred by some groups, and combinations of from
seven te thirteen colers in motifs ware used by other cultures.s Many early
febries could have been lmvish in color, had the wide renge been utilized; however,
regearch and ohservation has schowm definite color limitations. HMost eubroidered
textiles had o white ground; the red cotton cloths were mainly left undecorated.
Stripad fabrics were most frequently brown and dlus or browm and white; light
pink wos sometimes subsﬁituted for the white.9

The fabrics used during the middle cultural pericds showed a tendency toward
fewer colors; red and yellow predominated, and some smaller areas were woven in
7vilvid blues. Some cultural groups favored cloths with rose red as the grouné
color, and they usuclly combined four to seven colors in patterns. Eepetitions
of color units did not appear as frequently in the middle cultures as they had

previously, and the colors tended away from the rich, dark tones.lo

L 0'Neale, "Textile Periods in Ancient Peru. II," p. 178.
5 Ibid., p. 180.

6 Ibid., p. 183.

7 Ibid., p. 181.

8 O'Neale and Kroebar, Op. cit., p. 37.

9 Ibid., p. 40.
10 Ibid., pp. ke2-bh.
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During ITnca times, which ewbraced all the late cuiturses to some extent,
all colors were used in fabrics. The late textiles favored somber colors, blaéks
and brown, with subdusd shades from the primary graup.ll The brown tones were
favored for ground colors; and sequences of three, four, or more colors formsd
repetitive combinationg, particularly typical of the late culture fabrics. >

Fery little is known about the dyestuffs used by the ancisnt Peruvians.l3
The early Peruvians must have lnown that the smooth, lustrous fabrics from their
looms tended to fade more guickly than fabrics of a coarser varlsty. They may
have lightly corrodcd the fibers, which snabled them to absorb the dye and rétain
a permansnt be@uty.lh The use of a mordant in the dye was apparent to some extent,
and the few attempts at chemical analysis have conlirmed an early historical
reference to alum for this purpgse.15 In 1931, M Valette discovered that silicate
of chalk, slumluum, pilicate of aluminum, and oxide of iron were sll used as
nordents in encient Peruvian textiles.lé

The dyes used ware probably obteined for ths most part from wegetable sources.
In his experimsuis, Veletts found indigo used for some of the blussg, and others

believe that a brilliant dlue mey have besn obtained from a nixture of powdered

turquoise with an acid.T

11 Joyce, Qp. clt., p. 20%.
12 0'Neale and Krosber, Op. cit., p. 46.

13 Ietter from Auna H., Gayton, Associate Curator of Textiles, Museum of
Anthropology, University of California, May 10, 1951.

14 Sandeman, QOp. cit., p. 182.
15 Bemnett and Bird, Op. c¢it., p. 261.
16 Means, Op. EiE;# p. 467.

17 Sandeman, Qp. cit., p. 1892.
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The insect family provided an imporisnt dye source in the cochinesi, a
parasite vhose dried bhody wae ured In meking & red dys. The cochineal was
valued commareially sg sn sxport by Mexico and Peru before the diseovery of
gynthetic dyes. Thers may have besn snother type of dys produced from the
shellfish, conchole@aqla

Trumea Bailey, in a research project conducted between 1942 and 1946, used
8 seventesnth csntury chronicle te secure dats corcerning dyes. Ee then searched
for the ancient native plants and szperimented with herbs, barks, roots, wild
flowers, and berriss. The plant forme, trees, and shrubs ylelded many dyss:
desp yellow from the Molle, soft yellow from the Ruda, green from the Tayrs, and
blug Trom the Thajche Spina. The cochinsal was agein smploysd Por red dye. The
total researsh has produced formulag for two hundred snd fifty colors, whisk
did not fade readily; if fading 414 gecour, the colore &id not change. They
merely became muted shedes of the original celors. Pour hundred and tweunty-Tive
shades czn be mada from the original twe hundred and fifty formule colors. It
may b2 sssumsd that these dyes are sither the same or closely related to the
dyestuffs used by the ancisnt Peruvians.lg

Most of the dyeing don2 by the anclent Peruvians was in the yarn rather
than ia the piece. The use of animal fibers was probably responsible for ths
nse of dyes, =8 animal fibers tock dye more readily than cotiton fiberg.gg There
was gsome dyeing of raw stocks of cotton with the seeds still attached; howaver,
the dyeing of raw stocks of animal Tfibeors was not common, as the Tibers would

becomz tangled by such a precess.gl Lmpls evidence of yarn and fiber dyeing,

18 Bemmett and Bird, Op. cit., p. 261.

19 Bailey, The Manual Industries of Peru, pp. 22-24 .,

20 Bennett and Bird, Op. cit., p. 259.

21 Ibid., pp. 261-262.
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however, has been provided by looms with unfinished fabrics in them and by

ancisnt work-basksts.gg

Two rosist dysing processes, the resist tie-dye and the ikat, wers probably
the only forms used by the early Peruvians. Batik, the wax resist process, has
not been found in Peruvian fabrics,23 The ikat process, which required careful
planning of the esntire pattern bafore dyeing or weaving, was a resist method
that dyad a pattern on the warp threads. Ikst was not frequently fourd in
Peruvian fabrics; howsver, it has appeared in the late cultural periods.24 Honme
of ths Central American countries used the ikat process for both warp and welt
threads, but in Psruviaan fabricg only the warp ikat was Imown .27

The ties-dye procsss was probably the only piecce dyelng process used by the
ancient Peruvians. Portions of s fabric wers bound with fibsrs or yarns to be
preserved from the dyelng action, and thus a pettern wés cragted. One form of
tie-dyeing in Peruvian textiles consisted of doubling thé cloth on the blas and
rolling it into a long eylinder. This process resulted in & striped fabriec with
stripes running diagonally to the warps. The stripes were usuvally similar and
proclided the possibility of painting the stripe and latsr rolling the Tabric.
Thig procedure was seemingly psculiar o Peru.26 Saveral colors could be used in
the tis-dye process, but the Peruvian fabrics usually showed only the natural color

with an addition of one or twe others.2( With the exception of Peru, the tis-

22 Means, Op. cit., p. 467.
23 Bennett and Bird, Op. cit., p. 285.

2k Lila M. O'Neale, "Weaving,” Handbook of South American Indiens, Bureau of
American Ethnology, Bulletin 143, v, Pt. 1, p. 126.

25 Bennett and Bird, Op. cit., p. 285.
26 Crawford, "EEruvianvFabrics,“ p. 154,

27 Bennett and Bird, Op. cit., p. 285.
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dyeing process can be definitely traced to an Asistic origin, but at the present
+ime no historieal proof links the Peruvian an& Agiatis tie-dye mﬁthods.ga

The Peruvian coclors seemed to form a cycle from the early limited use of
more sombsr celors, through the bright, clear colors of the wmiddle cultuwes,

a return to the somber colors during the Inca reigns, and concluding with o
revivel of the brighter colors after the Spanish congquest. In the twentieih
¢entury two concepis influénce colors. The industries have promoted the use of
synthetlic dyes, and the Balley project has tried to revive the use of natural
dyes and naturally colorsd fibsrs. At the present time Peruvian nmatives do
both yarn and piece dyeing; however, they still sgem to prefer the yarn process.
¥Mr. Balley urgesva return to yarn dyesing and other ancient dyeing processes.

In this and ﬁhe ﬁrecadihg chapters the basic elements in the development
of fivg Pabrics have been discussed. These Iinclude the fibers, the weaving
technigues, anl the natural colors and dyas.‘ Bach of these elements influenced
the crazative minds of the ancient Peruvians tpward the development of many

interesting designs digstinctively different fren obher historical ezamples.

28 Crawford, "Peruvian Fabrics," p. 15%.



Chapter V

DESTIGNS AN MOTIFS

The Poruvien fabrics were fundsmsntally ornamented with strange conven~
tionalized animals and human figures. The Peruvian designers were iaflusnced
by basketry and lcoy techniques, by a desirve for detalls, by the worlda of matuve;
and by religicus and mythological beliefs.

The ancient weavers may have repeated the deosigns thay used or saw in
bashetry, as most of the forms of design could be transforred to tho weaving
processes by warp and weft. The actual weaving techulques also produced a
series of step-like lines when colors contrasted obliquely acrcss the warp. Ths
step-like patiern may not have bLeen seen by an ordinary observer; but it was
certainly apparcnt to the weavers, who snhenced the patitern by aceentuation.
Prom this siuple step~lilke linc the wesvers soon created racﬁangies, that at
times produced an accidental likeness to some realistic form and ofter became
geomatric figures. Thess were found profusely in the ecarly textiles.l

The Peruvlan designers had no papsr for recording ideas and relied funda-
mentally on memory. The craftsmen, as they worked, had te remember all of the
details of form and construction. However, a small number of samplers have been
found, indicating that some of the more complex designs and processes might have
been plotted and recorded.s

In addition to the designs woven into a fabric, the Peruvians applied
surface motifs by several mathods; embroidery, sewn braid, featherwork, and
pointing. These mathods permitted unugual curvilinear motifs to be produced

and gave o greater freedom of detail te the artist than did the limited angular

techniques of the woven design.

1 Cravford, "Peruvian Febrics,” pp. 173-1Tk.

2 Bennett and Bird, Op. cit., p. 293.
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edges, and borders as decorative feabures.” Horrow strips of brzid wers sewn
to soms fabyles for surface desicn.h
Fegtharwerk was 2 unigque art used by the Peruvisns. The mosaic-like patterns

were vroduced by sewing many differesnt colored feathars to a base cloth in an
arrangement that craated 2 motif or a definite design. 2 fhese feathers were
carefully strung in color sequence to creatz deslgns and were most frequently
sewn to a cobtton fabric;é Thase spscimens arc in perfect preservation teday, and
the Ffeathers are so closely sewn thet they resembls ths cort of e bird.7 Tha
rvisitor 1n the South American Hall of the Americon Muscum of Hatural ZTistory will
be immadlately attracted to the exhibition of Peruvian featherwork. The colors
of the fsathers from tropleal birds are vnusvally vivid, closely sewm, and caree-
fully arrangzd to produce intricate deslgns.

The Peruvlan dosigns wers porhans more curvilinsar in painted cloths than
in other tachnigues. The pro-ceramic cultures used only a plain red pigament;
however, artistic applications of many pigaments appeared in the later cultural
pefieds.a Most often the painted designs were copied from woven pisces and were

not as intricate or as carefully planned as the wnvan.designs.9

3 O'Neale and Krosber, Op. cit., p. 32.

4 Charles W. Mead, "Conventionalized Figures in Ancient Peruvian Art,”
Anthropological Papers, American Museum of Natural History, XII, Pt. 5, p. 210.

% Bennett and Bird, Op. ¢lt., p. 212.

& Argnin, "Indiens of the 'Altiplanc’: Their Arts an@ Crafts,” p. 257.
7 Sandemen, Op. cit., p. 182,

8 Bennett and Bird, Op. cit., p. 286.

S Holmes, Op. cit., p. 7.
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The motifs of the Peruvians were predominantly animal in character.™® 40 Phe
animal form of decoration was undoubitedly influenced by some religlous signifi-
cance, which gave the native crafvsmen aun iancew o gliovify thelr ‘t@chrﬁquas.ll
In all South American arts the influsnce of magical beliefs and religion wolded
indian design.lg Many of the natives believad that alter death the body was

changaed into an inanimate object of nature or possibly inte some living animal.

o g,

‘Fhe worship of the elsments of mature and of the heavenly bodies as deitiles also

prevailad.lg The desire to establish some relationship between the deities and
the native himself brought meny of these motifs into the tezxtile aris '_1;‘;_
Throughout all of the cultural perleds the aniwsi, human, snd geometrie
nmotifs appsarad in some form; but some variastlions wade the desigs of whe 4iffe re\n“t
periods distinctive. 15 Simple geometric forms were most Ifirsgquently used in the
garly cul’curas.‘ ‘I'.he human figures and animal wmotifs that appsarsd, however, wers
realistic and curviiinear; and they wsre usually creabted through embroidery or
were painted on the fabrics. Alteranting {figures of yeverse and upright positions
vere characteristic designs of the early culiural 'pfarimﬁs.y5 The distortsd figures
resulting from gaometric representation im the latisr groups of these Peruvian
culturgs probably ocourred as the result of weaving ilmitaticns. The sizes and
ghapes of the animal or human meotifs were altered to Tit the space avallable and

the tachnigue used by the weavers.

10 Mead, Op. cit., B« 217.
11 Heatell, Op. cit., p. 180,

12 ®afael Karsten, The Civilizetion of the South American Indians, p. 26h4.

13 Alfred Metreux, "Religlon and Shamanlsm, “ Handbook of South American Indians,
Bureau of American Bthnology Bulletia 143, V, Pt. I, p. 503.

ey

14 Avguin, "Indians of the 'Altiplanc': Tholr Arbs and Crafts,” p. 263,

)

% Joyse, Op. cit., p. 203.

0'Vaale, "Textils Periods in Ancient Psru. II.," p. 178.

gt
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The designs of the middle cultural groups were (3nerally complex and seem
to have been less raslistic. 17 The motifs wsro wmore religious than worldly in
nsture and indicated no gevere class distinctiens in the se*:c:b:::‘t:)r.3"8 Stylized and
geometric motifs were doveloped through variants in structural 'bec»hniques.. 19
Some groups in the middls cultures created bold patterns unemphasized by outline;
other groups combined geometric forms, entire animals, and parts of animals for
fabric d‘esign.ga The puma was used in complete form; or its claw, eyes, mouth
detail, or nosse wers used independently with plain or stepped outlines 2

In the late cultural periods an outline became a regular feature of design,
and the Inca textiies‘ were oftan ornamented with stripes of different colors.
Diagonal linss beéame mors emphasized; and the motifs were often enclosed in
squares, step frets, lozenges, and rectangles. Human and animal forms became
mora conventionalized generally; however, forms weres used geometrically, rsalis-
tically, and fa.ncifully.as

The Paruvien mobif was found in the world sbout the Indian: in the fish,
symboel of sea worship to the coastal groups; In animals, particularly birds and

cats; in man; and in religious symwbols and forms of a god.

17 O'Neale and Kroeber, Op. cit., p. 4k.

18 Bennett and Bird, Op. cit., p. 180.

19 0'Nzale, "Textils Periods of Ancient Peru. II.," ». 175.
20 Joyce, Op. ¢it., p. 203.

21 0 Weale and Erosber, Op. cit., p. k2.

22 Joyce, Op. cit., p. 203.

23 0'Neale and Krosber, Op. cit., p. 45.



The fish motif has bezen used in the art end religlon of many auncient
people. In the Psruvian coastal fabrics it appeared most frequently in strip
designs, particularly in belts and borders. The fish was reprasented in both
woven aml painted fabrics, but the painted fish motif appeared mores frequently
on large coarse cloths used to cover mummy bundlesagh Phe form usually portrayed
two fish Pacing opposite dirsctions; however, ths figh may have appsared either
in 2 Yop or & side view. Plate II shows the fish motif in a top view from a
tapsstry bordsr, and the more conventionalized form using the top view is presented
in Plate III. Both of these motifs were produced by the late cultural groups.
In Plate IV, the fish appsared in the center of a border in an interlocking
pattern vwhere the fish faced opposite directions, side views.

The bird motif wae grestly favored by the Peruvians and has appoared mors
often than any other motif in Peruvian decoration.25 It was easily recognized
in most of its forms, and degeneration in design has not affected it as much as
it has affected the other motifs. The condor, a bird worshiped for his abllity
to £1y to the mountain tops,26 the king wvulture, the pelican, the hummingbird,
and many cothers were reslisiically and conventionally'represented in Peruvien
design. The birds were used in an interlocking pattern much like that of the
fish, and the bhirds also faced opposite directiﬁns.27 In Plate IV, the bird
motif in the outside borders was alternately inverted and appearsd in = very
comon form, with one side eof the figure bounded by a straight line and the

[a32]
K

other by a zizzag.do In the tsxtiles of the early cultural periods ths humming-

2k Mead, Op. cit., pp. 204-205.
25 Thid., p. 209.

26 Alfred Kidder, II, "Ancient Peruvian Textiles,” Bulletin Pan American
Union, IXXIX ( October, 1945), p. 575.

27 Mead, Op. cit., pp. 209-210.

28 Loc. cit.

pceew .



bird, s shown on a painted cloth in Plate V, wes very populer. Another comaon
motif was the nelican, which, with other large birds. was often pilctured catching
figh. In Plate VI the highly conventleonalized pslican was presented by a late

cultural group. This oxample portrayed the pelican and smaller bivd forms, bub
it neglecked the Tish. The bivd form ln Plate Vil wes produced in a late paried
and 18 conventionalized within a square. The motlf wes & top view of the bird
with smaller more realistic side views in the border of the fabric. In a fabric
sent to th2 author by the Peruvisn Fmbassy, Plate VIIT, the bird motif was used
in & tapestry border design. Alithoush this motif scems to bs sasily rscognized,
it was nove convanbionalizad than the early realistic forms.

The jaguar, the puma, and the nountain lion nedse inmportent sppearances

in the te"tilm notifs. The Peruvian Infiensg regarded these menbsrs of the feline
family with superstitious feayr, and the skin and teeth of the jaguar were kept

85 charme agsingt the epirit of the dead. Gome Indian tribes believed thalt the
gpirits of their mdicine men ware often Found In the jaguer after desath and

, . L 20

that eviles could follow the killing of this anlwmal.”™ The cat motif appeaved
early in potbtory and textiles In all parts of Peru. The designs wars faivly

;ail of the cat femily

o

simple to identify, as the arched or vraised back and ths
ware characteristic of the Peruvien intesrpreteation. The Peruvians liksd to pub
two designe together, and the cats may have had a ralised back in common or may
have had two pums heads joined by & curvad band. Cat designs of many cultures
ware similar in Peruvian design; and the noge, mouth or gyss might be interchanged
with previous dasign periods.3o Plete IX shows a realistic cat motif with a

prominznt tail, althousgh the dssign lacks the arched back. In Plate X the motif

ot

29 Karsten, Op. cit., pp. 257-269.

30 Msad, Opn. citv.,; pp. 211-21z.
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has bean distorted with ths felins claws, eoyes, and othsr deteils used in the
dezsign. In Plate ZI the mors stylized cab motif is shown, with the side body
and the fromt face vwiew. In this plate the chacseteristic arched bhach and
tall are c¢lsarly evident and identifiable. The cat mobif appearz in 2 similar
pattern in Plate XIT, where the back is arched and the tall curves In a down-
ward avch that almost repeats the back. The cat motif in the upper spocimen of
Plote XIIT has beon placed in o lozenge form and conbined with 2 small bird mobld
and several other geowstric forms.

In woven patterns the conventionalized animal figures wors often linksd or
connsctad by zoometric designs. These geometric forms may have been a part of
the animeal design, or the medium of bhalance forming the mass of decoration that
wifisd a textile pattern.3l The background of the fabric presented iz the
uppar portion of Plate XIII is typical of this design procedure.

The lower example in Plate XIII shows six highly conventionalized Pigures
on 8 wide hordsr betwsen two marrow bands of step Tfreate. This plats is an
sxzmple of the method used to impose some anlmal Torms upon an ordinery scroll
pattora with “"the head of esch repstitien taking the place of the intorlinked
ends of the scroll units, whilst the various parts of the body appear along
connacting curves, 3% Moy of»tha hisroglyph~like figures used in Peruvian
desizn were parts of animal forms or markings, and several of these may have
besn grouped together to form = design. The hisroglyph-like figures msy heve
cppearad where froe hand designing and the step form lines of the weaving

tachnigues were pvesent.33

31 Ibid., ». 202,
32 Holmes, Op. cit., p. 9.

33 Mead, Op. cit., p. 214.
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The mythological Figures portraying various gods were typical of the
representation of natural forces. These figures were usuzlly combinations of
the human and animal forms, and they appeared in many parts of Paru before the
Inca period. Ths bird and man combimation signified the Condor god; the fish
and man coubimation portrayed the FPlsh god; and the cat and man combination
represented the Puma god.3h The faebric from an early culturs in Plaﬁe %IV has
men either winged, poessibly represanting the Conlor god, or men with oubstretched
shawls. Plate IV shows 2 man-like motif from a later period amd is quite stylized.
The narrow border of this fabric has a bird metif and may have been a mythological
figure whcse gymbolism has been lost with the culkure that created it.

Occasionally the Peruvians used othor motifs in textiles. Plant forms with
blossoms, the cactus, lizards, llamas, and serpents havelbeen recognized in
desiogn; however, these were not characteristic of Peruvian art. Other combinations
hewe been rarc examples and should not be considered as typical motifs of the
textile arts.o”

In summary, the Peruvian motifs may be divided into four groups: realism,
oy animate and inanimate objects familiar in daily life and representsd in a
recognizable form; conventionalism, or animpl forms and parts of aniwmal forms
whose identity was not wholly lost; symbolism and mythological forms of religious
significance; and geometric figures, scrolls, and frots common to the decorative

art of many paople.30

34 Arquin, "Indians of the 'Altiplanc': Their Arts amnd Crafts," p. 263.
3% Mesad, Op. cit., p. 215.

36 Ibid., p. 201.



The Spanish conguest brought a new selection of designs, particularly the
cross and others symbolic of their religlon. These motifs wers important during
colonial rule; however, in native products of moderm Peru the design clements of
the ancient cultures still predominate and are bsing promoted in the schocl
organized by Trumen Bailey.37

The strangs animsl and human figures and the meny geometric forms used by
the ancient Peruvians of‘fe_r an expansive source of Indian designs insplirational

to modern arts.

37 Bailey, Ths Manual Industries of Peru, p. 12.



Plate II

Fish Motif, Late Chincha
Tapestry border of animal fibers

Courtesy, Museum of Anthropology
University of California






Plate III

Fish Motif, Late Chimm
Tapestry of animal fibers on cotton web

Courtesy, Museum of Fine Arts, Boston
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Plate IV

Fish and Bird Motif, Late Chimm
Tapestry border, cotton and vicuna fibers
Pink, yellow, black, white

Courtesy, Museum of Fins Arts, Boston






Plate V

Hummingbird motif, Early Nazca
Painted cotton cloth

Courtesy, Museum of Anthropology
University of California






Plate VI

Pelican Motif, Late Chincha
Double-faced cotton cleth
Brownish black and whits

Courtesy, Museum of Fine Arts, Boston






Bird oy Fish Motlf, Late Ica
Brocade of animal fibesrz on cotbton crepe

Courtesy, Museum of Anthropology
Uaiversity of California






Plate YIII

Bird Motif
Tapastry

Courtesy, Peruvian Embassy






Plate IX

Cat Motif, Tiahuanaco II
Animal fibers embroidered on cotton
Dark red, dark green, yellows, black

Courtesy, Museum of Fine Arts, Boston






Plate X

Cat Motif, Epigonal Nazca

Courtesy, Museum of Anthropology
University of California






Plate XI

Cat Motif, ILats Ancon
Animal fibers ambroidered on cotton
Red, black, natural

Courtesy, Chicago Natural History Museum






Plate XIT

Cat Motif, Iatse Chincha
Brocade of animal fibers on cotton; Tapestry border

Courtesy, Museum of Anthropology
University of Californis






Conventionalized Figures, Late Chimm
Tapestry with Slits
Crimson, deep pink, yellow, black, white

Courtesy, Museum of Fine Arts, Boston
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Plate XIV

Human or God-like Moti?, BEarly Hazca
Cotton dyed black; Embroidery iun colored animal fibers

Courtesy, Museum of Fine Aris, Boston






Plate XV

Human or God-liks Motif, Late Ica 2
Tapestry of animal fibsrs; White portions of cotton yarn

Courtesy, Museum of Anthropelogy
University of California
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Chapter VI

MODER MCTIF ADAPTATIONS

Ths Peruvian wotlld appearcd in simple realictic forms, in conventiocnalize
designs, and in complicated geoometric patiterns. The conventionalized and goometric
forms in motifs offor an iatercsting challenge to the designer of contemporary
fobrico. The Peruvian mobifs secn to e particularly alaptable to sbhshract
forms of dcsign. This feeling of abstraction can be easily adepted in drepery
fabrics that are presented in an interior emphasizing geometric forms, and could
be enlarged to include uphelstery mabterlals, carpst designs, and fabrics for
clothing. The inspiration offered bty these notifs seems boundless and should
find an accessible market ag contemporary dssigns gain public faver.

Tha Peruvian motif is an Americmsource of art, formed and traditionalized
by & peoplz whoss heritage closaly resembles that of ths Horth American Indian;
and it offers a hemispheric individwlity comparable only to the Mexican Maya
and the Indian designs of the United States. For these reasons, the adaptations

of Poruvisn Sesigns seen to produce a feeling of the primitive unity of the Wew

o0

It is gsurprising thet the vast inspiretional source of Peruvien dasigns hes

baen comparatively neglectsd in design adeptation. Until the last few decades
Furopesn influsnces have remained predominant in design, but our South American
neighbors have fostersd an intercst which may be the beginning of new design
inspirations in febrics. Wntil the comparatively recent archasological discoveries,
the study of anclent Peruvian designs was definitely limitad, end the present museun
collaecticons in this country cre reclatively small., As the iextile artists becope

more familiar with the character of Peruvian motife, the influence on fabrics will

undovbtedly becomz more proncunced.
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At the present time, Peruviaun adaptations in teztiles are not numerous.

The few fabrice employlng the Poruvian motifs obizined by the aubhor are shown
in Pla.teé XVI, XViT, ZVIII, and XJ:K Plates XVI and XVII hoth portray the human
figure predominantly. Plate XVI presents a realistic bird in the upper left
hand corner and a stylized cat in the lower left hand cerner. This example

also introduces a bew and arrow arrangement on the right side of the motif, which
is probably not charscteristic of the ancient motife; however, ths bird, cat,

and man motifs are definite forms from the sarly designs of the Peruvians. Plate
ZVII agaln portrays a human figure, and the winged motif on thes right side of
the dssign may have been derived ffom a {ondor-god motif. Cha;r&ctaristic detalls
in ths side view of head, hands, and feet appear in both of these designs.

The pume head embodled in a screll design in Plate XVIII presents a curvi-
linear adaptation. The curved lines of the Peruvian puma head seem to lend
themselves to the flowing lines continued in the scrolls. This adaptation appears
on modern imported Peruvian linen.

The motif used in Plate XIX again ropresents a humen figure with facae and
body front view and the legs in the side view. The fish motif is used in one
corner, with the fish heads all facing in the same direction. The nmotif in the
niddle of the block was probably adapted from some ancient Peruvian architectural
detail. In this adaptation, the blocks are faced in the same direction in hori-
zontal rows, with every other row reversed.

The author has presented six original adaptations from Peruvisan motifs in
Plates XX, XXI, XXIT, XXIIT, XXIV, and XXV. PFlate XX shows an adaptation of the
fich motif in a repeat pattern inspirsd by the br-lgina.l motif in Plate II. This
design was prepered for a fabric used in clothing and could be printed or woven.
Plate XZXI presents the bird motif adapted in & border design that was expanded

frem the bird design in the border of Plate IV, and the design could be woven,
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painted, or embroidersed. The bird border could be adapted in a horizontally
striped fabric used for drapery or upholstery. The cat motif has been adapted
from the original designs in Plates XI and XII for s striped fabric as shown in
Plate XXITI. This adaptation would be particularly suited to embroidery. The
human or god-liks form has been presented in a repsat design in Plate XXIIT and
was influenced by the motifs in Plate XV. The block print or silk screen pro-
cesses could be used for this design prepared gor a drapery fabric. In Plate XXIV
the small bird motif from Plate VI and the coﬁ?éntionalized fish motif similer

to the original in Plate III have besn combined and adspted im a border design
that can bs applied to a tablecloth, either by embroidery, printing, or weaving.
The last creation by the author presented in Plate XXV follows the diagonal
pattern so frequently used by the ancient Psruvians, and th@»mgtifs»were inspired
by Plate XIII. This pattern could be easily executed in embroidery or could be |
WOven.

Through the original adaptations the auther has shown the versatility of the
Peruvian motif and has plctured soms of the limitless possibilities of Pabric
adaptations, both for costums design and for interior design. The Peruvian motifs
are adeptable to many textures and can be used aeffectlvely on the sheer smocking
of a child's garment. They cen be interpreted with equal interest on tha rough,
heavy counstruction of upholstery textiles. The author found that the Peruvian
motif can be interpreted in many techniques. It can be smbroidered, printed,
hand palnted, or woven into a fabric. The colers used by the ancient Peruvians
emphasize light hues, bright colors, or dark somber shades and lend themselves
to modern adaptation. The motifs are as charming on a petite scale for a narrow
border design of a costume as they are in large scale adaptations suitable Tor

drapery fabrics.



The rescareh program cerrisd on by Truman Bailsy hetween 1042 and 19%6 has

furniched some unusual inforzaticn on the use of nebural Tibers, the woaving

technigues, and the dyeing processes wsed by +the ancient Eeruvians.ézgo inform-
ation has been published orn the activitiss of his school for ths l&étlfive

years; howevsy, othar deta hove umdoubtedly been compiled. Little attention

has been glwven to deslgn influences in rscently published materials. The history

nd the rythological symbolism introducsed in the Peruvien
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notif present open resesrch aress for the interssted student.

Mr. Bailey hos fostered an intevest in Peruvian artzs and craits that would
be valuoble if contlmued. As thas design centers of the world continusally changs,
the nwousuwel characteristics of Paruvian dgsign mey bacoms prevalent, the mytho-
Jogical symbolisa of tho motifs ma? acguire meaning, and the besuty of the
Paruvian erts and the othsy Soubh Americsn arts may be an imporitant inspiration

Tor the United States textile desigrner of the future.



Commercial Adapltation, Goodall Fabrics
Bird, Cat and Human Motifs






Plate XVII

Commercial Adaptation, Goodall Fabrics
Human or Condor-god Motif






Plate XVIII

Commercial Adaptation, Silkar Studios
Cat motif, Puma head






Commsrcial Adaptation, Goodall Fabrics
Fish and Human Motif






Original Adaptation

Fish Motif






Qriginal Adaptation

Bird Motif






Original Adaptation

Cat Motilf
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Plats T5ILT

Criginal Adaptation

Human or God-likes Motif






Plate XZIV

Original Adaptation

Fish and BirG Motif






Original Adaptation
Cat and Geometric Forms
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