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				And welcome to an issue filled with even more fibery inspiration and making! I am so thrilled to welcome back old friends and introduce new ones through these pages. I feel like each tinyStudio issue is a treasure trove of creative people and articles, and somehow we just never run out of ideas to share!

				It brings to mind one of my favourite Maya Angelou quotes: "You can't use up creativity. The more you use, the more you have". 

				To me, this offers me the idea that creativity is like a muscle, the more we use it, the stronger it gets. I also like to imagine that creativity is like a river as big and wide and expansive as we want it to be. It never runs out, it just keeps on flowing and we can dip into it as often as we need, and every time we take that dip, we give energy to the flow. And when we share it, we add to it, making new eddies and swirls and creating new deep pools of cool green mesmerising movement. Creativity is a living force in us, and just needs a little inspiration to pull us back into the flow, even if circumstances may have distracted us and made it harder to refind our positive energy.

				So don't worry if you momentarily lose your mojo, relax for a while, maybe read some inspiring articles in tinyStudio! Let the creative flow return (you know it will) on the ideas and stories shared in the work you find in these pages, because sharing creative inspirations is how ideas seed and grow, morph and change, and spark a new energy to create!
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				Tradition. Folklore. Lineage. Ritual. History. We are the spinners of the fiber that connects us to our ancestry. We, the protectors of this ancient art, weave, knit, and crochet the threads that intertwine us into the tapestry of life. 

			

		

	
		
			
				8

			

		

		
			
				tinyStudio

			

		

		
			[image: ]
		

		
			
				 Fiber arts hold so much importance from such a grand, deep-rooted historical context and from a very personal and emotional perspective. There is an extraordinary depth and allure to the practice of this art form that goes far beyond creating a sweater or a shawl. 

				I was introduced to fiber arts by my great-grandmother. I was one of the fortunate beings who not only had one living vessel of fiber arts wisdom in my life but three - my great-grandmother and both of my grandmothers, maternal and paternal. My great-grandmother, Josephine, taught me to knit, crochet, and sew at the age of 8 on some of the same needles and hooks I still use today, almost 40 years later. 

				My two grandmothers continued to foster that practice, encouraging me and fixing my mistakes long after Josephine's hands became impaired with arthritis. Even at such a young age, I could feel an affinity to the art form itself, as well as an inexplicable connection to those who have created, comforted, and adorned themselves and others with their fiber art throughout history. This practice was a true gift given to me by the incredible matriarchal beings in my life. The art became woven into my psyche as a creative and comforting practice that I brought along with me through the tumultuous journey of my adolescence and young adulthood, and then it became a much more prominent and invaluable part of my life as an adult.
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				As a homesteading mother of 7 children with a voracious creative appetite, it has always been crucial to me that I acquire skillsets, utilizing my art forms to comfort, care for, and protect my family through whatever life threw our way. Being able to create warm clothes and blankets from the most basic natural elements became a prominent personal goal of mine. This knowledge seemed like an ancient superpower - one that my past ancestors wielded to care for their own families - and I wanted to tap into that connection and power. My drive fueled my curiosity, and my curiosity fueled my creativity in a snowball effect that led me down a rabbit hole far beyond anything that I could have anticipated. 
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				The joy that weaving gave me was different but equal to that of knitting or crocheting. They each had their place, their own unique associated emotions and memories to which they were tied, and I bounced around through phases of creating with them all. But there was one challenging thing I learned early on from weaving… yarn gets depleted very quickly. I went through yarn much faster with weaving than I did knitting or crocheting. If I wanted to create a sustainable creative and survival practice with my fiber arts, then I needed to learn how to create my own yarn. And this is where a whole new creative path and passion started to present itself to me in the most harmonious ways. 
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				Already having had a comfort level and proficiency in knitting and crocheting, weaving was next on my list to learn. I studied weaving techniques from different cultures throughout history on different loom types to understand their common foundations and find the style that resonated with me. After experimenting with lap, frame, rigid heddle, and floor looms, I settled in with the freedom and simple beauty of the Saori floor loom, a gift from my husband that I will cherish forever. 
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				Spinning fiber is a creative world all of its own. This practice is both productive and meditative while also being wholly and completely gratifying. It is a highly creative art form in and of itself, and yet also is a stepping stone in creating other art forms. I had no idea what I was signing up for when I decided to learn how to spin my own yarn. Only fellow spinners will understand what I mean by this. Oh, the frustration I experienced when I first tried spinning some heavily processed combed top on my first unbalanced, mass-produced drop spindle. How could it be this hard to twist fiber into submission? That's all yarn is anyway, right…. Just twisted fiber that magically stays twisted for any general use? 

				Looking back on my lack of knowledge and appreciation for the nuances of spinning fiber, I really am astonished at how much this practice enriched my life in so many ways beyond just creating yarn. When I say that I fell down the rabbit hole of spinning, what I really mean is that the clouds parted, and the sun shone down on a space that I would consider the benchmark of my creative joy. I had previously envisioned spinning as just a way to produce more yarn for my other creative endeavors, and yet it quickly became equally as important, if not more important, than what I would create with the yarn.

				There is a goal, and there is a journey. There are people who race to reach goals, and there are others who find joy in the journey itself. From my experience in getting to know other fiber artists, I think it's safe to assume that most of us tend to have a patient 
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				personality and experience a tremendous amount of delight and satisfaction in the journey. Adding spinning to one's fiber arts toolbox is a way of amplifying the joy of the journey to an ridiculous degree. The gratification of creating something from one's own hand-spun yarn adds so much more creative and intimate depth to that work and enriches the journey in the most enchanting ways. 

				I fell so deeply in love with the art of spinning fiber. It wasn't just an art form but a self-care practice that quickly integrated itself deeply into my life. 

				I became proficient in spinning on my drop spindles (which I lovingly call 'gateway spindles') and decided to explore the world of hand spindles throughout the world and through history. From Scottish Dealagans to making my own shafts for unearthed pre-columbian clay whorl beads, I wanted to try and learn how to spin on every known hand-spinning tool I could find or make. 

				And I did. 
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				Through this process of exploration, I made two very significant discoveries. The first was that I clearly resonated the most with Russian supported spindles. Without sounding overdramatic, I can honestly say that I felt pure creative bliss when I was able to spin with a Russian-style spindle. And my second discovery was that the creative bliss that I was able to harness wasn't unique to me… there was a science behind the peace and calm that spinning induced in people. I wanted to share that incredible feeling with others. 

				As a Holistic Health Practitioner who works in the fields of psychotherapy, hypnotherapy, and meditation, it became a clear and imperative goal that I learn more about the underlying mental effects of spinning and then take this tool and skillset to my clients. I knew that somehow this artistic practice could help them with anxiety, depression, stress, and negative automatic thoughts… as I had seen it in action by mitigating my own stress and anxiety.

				 Through my research, I found that spinning fiber, like knitting and crocheting, releases dopamine, which is a neurotransmitter that's associated with feelings of reward, motivation, and productivity. The soothing and repetitive action is extremely calming and comforting, which also triggers the release of dopamine in the brain's reward center. But unlike knitting and crocheting, there was something about the motion of spinning that worked differently. The act of an object rotating/spinning is a miraculous motion used throughout cultures and history to dispel negative energy, spread compassion and goodwill, cleanse physical and mental spaces, and signify transcendence and connection. 

				Simply stated, it's hypnotizing and mesmerizing. As a certified clinical hypnotherapist, I can attest that it serves as a metaphorical reset button, holding space in the conscious mind for one to rest in the action of spinning. I needed to figure out a way to share this gift not only with my clients but with others as well. 
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				As I mentioned with my grandmothers, I come from a family of highly tactile and artistic people. For as far back as I could trace on my father's side, the men in my family were all woodworkers working in many different facets of the trade. I saw this as a sign and opportunity to integrate the art of woodworking into my well-established practice of fiber arts in order to bring my dream of sharing the peaceful practice of therapeutic spinning to fruition. With the help of my father, who had taught woodworking in the past, and my uncle, who makes beautiful furniture with experience in wood-turning, I bought my first lathe. 

				My intention was to make Russian supported spindles that were beautiful and alluring - so much so that they called out to the spinner to pick them up for a spin, regardless of the 
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				spinner's mood. I needed to make them perfectly balanced to help induce the meditative and relaxing state in order to reduce stress and anxiety and to enable that nervous system 'reset button.' I wanted to make an aesthetically pleasing tool to enable the spinner to become an 'alchemist of energy' - turning that stress or anxiety into a gorgeous, hand-spun skein of yarn. With much practice, research, and countless hours of experience in turning wood, I transformed that intention into a reality, making spindles for my clients (and tops for those who didn't have a desire to spin fiber but wanted the therapeutic benefits of spinning). It was a win-win for me as I was able to share my art and passion for spinning with others, as well as a way to help my clients redirect and transform negative, unproductive energy into a positive skillset. 

				I then started getting requests for spindles from people who were not my clients… and from there, Willow's Spindles was born. I began selling my spindles publicly with the same intention that I had when creating them for my clients. Still, to this day, I hand-make each spindle as a tool for others to use to not only create a beautiful yarn with their own unique artistic expression but to induce peace, joy, and the serenity that comes from spinning. Magic comes from tapping into this ancient art that has been used throughout the history of mankind to adorn and comfort. 
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				The art form that transformed my life in all of the best ways and continues to bring me such tremendous joy every day of my life. And I'm honored to be able to share that gift with others with my handmade spindles and hand-processed fiber.

				We are the spinners of the threads that weave, crochet, and knit the fabric of life—those who create, protect, comfort, and adorn. We are the alchemists of the elements of nature, with our spindles and our wands.

			

		

		
			
				Willow Wisteria is a spindle maker and fiber artist captivated by the principals, theory, and ancient tradition of spinning and its tools. As a Holistic Health Practitioner and mother of seven, she’s passionate about sharing the calming power of the practice itself - an invaluable by-product of the art. Processing her own raw fleeces, through every meaningful and intentional step of creating and connecting to the fiber and the wooden spinning tools that she crafts, continually deepens her love for all aspects of fiber arts.
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				Fleece Study Rare New Zealand Sheep Breeds 

			

		

	
		
			[image: ]
		

		
			
				Pat at the wool table at Wimbledon
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				The two of us (Glynis and Pat) had collected a lot of fleeces from our NZ rare breeds over the years and decided to offer them to our Tauranga Creative Fibre group for a breed study. With some trepidation, they “jumped” at the chance. Our group is made up of experienced spinners, most of whom spin from prepared braids, and also some very new spinners, We meet every week and have a spinners focus group every month or so. These fleeces would truly be a challenge for all of us – beginners and seasoned spinners alike!

				The fleeces were very varied. Some were long, some very short, some coarse, some very fine, and the quality varied widely, as some had a distinct break along the staple length. We didn’t rule out any of them, though, as they gave us many learning opportunities for preparing and spinning to suit the individual fleece traits and quality. Those with early Saxony Merino heritage were very different from the modern improved Merino that we are now used to here in New Zealand. 

				Another aim of this study was to extend the knowledge base of these precious ferals. The breeders, the conservationists, are often more interested in the preservation of the breed genetics than the study of wool characteristics. Our experience in assessing, spinning, knitting, and felting adds another layer of knowledge.

				Selection and collection

				Breeds chosen for the study were: Arapawa, Campbell Island, Herbert, Hokonui, NZ Jacob, Mohaka, Pitt Island, Stewart Island, and Woodstock.

				 Awassi and Karakul were also included in the study as they are considered rare here and have very different fleece characteristics from the others—and we had a fleece of each. A small flock of Karakul was imported in the 90s, and the Awassi flock originated from a more recent embryo import.

				Most of the fleeces came from the farm of Brian Hales at Wimbledon, which is in the Tararua district of the lower North Island of New Zealand. Brian had made it his mission to collect these remnant flocks and keep the genetics pure and distinct on his hill country farm. Sadly, this farm has now been sold and the flock dispersed to other breeders.
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				This is part two of the Breed and Fleece study carried out by Pat Old, Glynis Poad, and their Tauranga Creative Fibre spinning group. Part one was in Issue 26 and covered the history of the breeds studied.
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				Each year, midway through Spring (which corresponds with the “rise”, the natural break in the fleece of those that naturally shed), he held a shearing day where he invited all interested to watch and learn. I (Pat) had the opportunity to attend in 2019 and was privileged to be on the sorting table examining each fleece. Wow! These were unique! Thanks to Brian’s generosity, I was able to bundle the best of them up to bring home. Now came the time to take a closer look. 

				 

				Initial evaluation of each fleece 

				 

				Each fleece(pre-washing) was divided up to allow all ten of our group enough to play with. Fleece quality from different parts of the sheep varied, so although we tried to give everyone a similar sample, there was some variation in the samples. 

				We kept records on each fleece /breed, bearing in mind that some fleeces, because of their condition, may not accurately represent the breed as a whole. 

			

		

		
			
				Above – Mohaka Fleece on the sorting table
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				We considered handle, fineness, soundness (looking for tenderness or breaks) staple length, staple stretchiness, (Wow, some of these short but stretchy fibres are not so short after all!) presence of VM, tippyness, colour. 

				I recorded all of the above as well as my initial impressions. I also summarised information gleaned from the research and added photos. Everything went into a folder.

				Washing

				All fleece samples weighed between 40 and 80 gms. I adopted my usual washing method for small quantities, putting each sample into a mesh bag and following a sequence of three X four-minute washes using either Powerscour or a good liquid laundry detergent (I use Persil Sensitive, a Unilever product which does not contain enzymes) with the first wash at 70 deg celsius, second at 65 deg and third at 60 deg. Between each wash I removed the sample and pushed the dirty water out firmly but carefully (I did not want to felt the wool!) Then I did three X three-minute rinses, squeezing out excess water before laying the fleece out on towels to dry, keeping the original labels on each. 
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				Record Keeping

				I recorded the following:

				Average staple length relaxed and also stretched. 

				Strength; is the staple tender or does it have a break, is it tippy or bitty, is vegetable matter present (many of these sheep are foragers and collect up burrs and excessive dust). 

				Bulk (does a handful bounce back quickly after I have squeeze it tight) 
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				Evaluation of each fleece was made post-wash for the most suitable prep and spinning technique. 

				Some staples were very short, some tender or had a break, some fine, some not so, some double-coated, and some self-shed showed a “rise”

			

		

		
			
				Above – Jacob Fleece
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				Prep to match the fleece

				Taking the above notes into account, next, I had to decide on how to prepare each sample for spinning and which tools to use. 

				The short or tender fleece (from Arapawa, Awassi, Campbell Island, Herbert, Karakul, Mohaka, Pitt Island, and Woodstock) I pulled apart slowly and carefully, removing as much of the VM and neps as I could, then I carded it on the fine drum of my Majacraft Fusion Engine up to five times until I had a nice even batt with few irregularities. I dizzed or pre-drafted the batts by hand to produce roving.
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				Above – Stewart Island single
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				Staples of other longer fleece samples (Woodstock, Stewart Island) were flicked both ends - butt and tip - and laid in a box ready to spin in a semi-worsted style. I have this habit of holding each flicked puff up to the light to ensure that there are no neps still present, which makes for easier and more even spinning. My box is labelled on one end with “tip,” and all flicked staples are laid in the same direction, ready for me to spin from the cut ends. 

				One fleece sample, the Hokonui, was long but had two definite breaks in it, near the tip, and about 1/3 up from the base. The middle part, though, was long enough to flick, which is what I did. Flicking produced about 30 grams for a semi-worsted spin. I then carded the 30 grams of waste for a woollen spin.

				The NZ Jacob was another sample that I wanted to pay special attention to. The fleece overall was shortish and quite bulky, and the black patches were noticeably shorter than the white. I decided to card this only once in strips of black and white, which produced a nice striped batt. 

				The staples of fleece from the Awassi were most attractive, but a distinct break was present, so this was carded. Awassi is a double-coated breed, and if not for the break, I would have combed out the “hair” and spun that separately from the softer inner coat. 
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				Above – Jacob ram

			

		

	
		
			[image: ]
		

		
			[image: ]
		

		
			
				Spinning to match the prep to match the fleece 

				Our present-day commercial breeds here in New Zealand have been bred for quality, weight and consistent fibre length over many generations, unlike these rare breeds where the only generational improvement has been “survival of the fittest”! My usual comfort spin, my “zen”, is to spin a worsted thread from combed fleece, and although fleece from some of these rare breeds could possibly be combed, their fleece is made up of fibres of varied length, which can result in a lot of combing waste. For this reason, I felt that spinning the longer fleece in a semi-worsted style from flicked staples was the best way to retain the fleece traits.

				 

				Most of the samples from short fleece that I had carded and pre-drafted into sliver were spun using a supported long draw. Some of these carded batts were super stretchy, and by spinning under tension I was able to spin a super elastic yarn. Wow!

				I spun fine fibre into fine yarn and the coarser fibre into medium-weight yarn.

				I decided to spin the NZ Jacob in two ways to show the colour variation. I spun half of the sample as a standard two-ply, which produced a variable barber pole effect, and I spun the rest as a finer single and chain-plied, producing a three-ply with colour blocks. My aim was to achieve the same grist with both yarns, and I got very close! 
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				Above – Jacob, chain-plyed and two-plyed 

			

		

	
		
			[image: ]
		

		
			[image: ]
		

		
			
				I completed a “control card” for each spin. On this I recorded spinning style, ratio used (on my Majacraft Rose), spinning and plying directions and plying rhythm, which is my way of maintaining consistent twist in the plied yarn. 
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				Two skeins of Hokonui with control cards
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				Finishing

				Each plied skein was finished (the twist was set) by lowering the skein into a jug of tap hot water to which I had added a few drops of dish detergent. I left it 2 minutes, swished it up and down a couple of times, then removed the skein and rinsed it in cold water before lifting the skein onto a line to drip dry.

				That was except for one skein. I had carded the short and bitty waste put aside from flicking the Hokonui fleece and spun it fine-ish using a supported long draw. The result was a very bitty yarn with lots of loose neps. I was not happy with that so I fulled this skein on a washing board until it had been stabilised and all those little bits were secure. I really like the result (skein on the right in the image on page 28) which has a chalky and firm handle, very different from the semi-worsted skein. The fulling process is described in issue 23 of Tiny Studio Magazine.

				After finishing I also recorded the wraps/5 cms for each skein.

				Swatching

				To complete my samples, I knitted a small swatch in stocking stitch and wet felted a small square.

				Records and Skeins

				After all the observations, testing, measuring and swatching, I had the following data recorded. 

				Supplier

				Initial assessment 

				Staple length, relaxed and stretched

				Preparation of washed fleece

				Spinning and plying notes

				Yarn finishing

				Length of skein, weight and grist in metres/kg 

				Yarn wraps / 5cms

				Feltability

				Knitted swatch (number of stitches and needle size)

				 

				 

			

		

		
			
				Finished skein of Stewart Island
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				Conclusion: Glynis and Pat 

				Pat: This study was challenging for all members of our group. We practised lots of new techniques, including assessing a fleece, preparation to match the characteristics of each fleece, and spinning the short springy batts in a supported long draw, a technique that was new to many of us. I am now a convert! 

				We know of more named flocks that have remained isolated and unimproved for more than a century, so we will continue to seek them out and beg for a fleece to try. We will also try to source better examples of some breeds that we focussed on so that we can make a more accurate comparison. I would also like to compare fleeces of our NZ Jacob and the British Jacob. The appearance of the animals are very different, but what of the fleece?

				Those with springy Saxon or early Australian Merino heritage ( Arapawa, Campbell Island, Herbert, Mohaka and Pitt Island) have incredible stretch and by spinning from the pre-drafted batt under tension we were able to produce skeins of elastic yarn. If I had to pick a favourite from our study, it would be the Stewart Island for ease of spinning and the subtle colour play, or perhaps Hokonui although I NEED a better fleece to play with, but it is just too hard to choose! 
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				Glynis: As part of my research I consulted the specialist breeders or custodians of some of the sheep- in particular Cameron Leslie with his flock of Herbert sheep, and Sarah Macmillan who has a flock of Stewart Island sheep.

				The history of our feral breeds is what I find of great interest. The fact that they have been able to survive for so long in often extremely hostile environments and have retained the characteristics and behaviours of the ancient sheep fascinates me.

				Each fleece presented different challenges, and I enjoyed spinning the Herbert the most.
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				Pat began spinning while still in her teens and has developed a deep understanding of fleece over many years of wool handling in the wool shed, through gaining her Certificate in Woolhandling Systems at Massey University, New Zealand, and her Certificate of Excellence in Hand Spinning achieved through the Handweavers Guild of America. Pat is a national spinning tutor for Creative Fibre New Zealand.
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				Glynis has been part of the spinning world, making spinning wheels as one of the Majacraft Spinning Wheel family in New Zealand, for over twenty years. Her interest in feral sheep breeds comes from a deep interest in their history and a fascination about they way they have been able to survive for so long in often extremely hostile environments while also retaining the characteristics and behaviours of the sheep they have descended from.
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				Knitting 

				For the Ones 

				You Love

			

		

		
			
				Knitting for the Ones You Love
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				Rasmus Valentino Mandal Larsen
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				Knitting for my family is one of the most meaningful things I do. It feels like putting love into every stitch – like sending a piece of myself out into the world, wrapped in warmth and wool.

				I knit for my daughters and my wife. Sometimes I choose what to make. Other times I get clear instructions: “Dad, I want a purple sweater with glitter!” or “Can you make something that doesn’t itch?” And then the process begins – finding the right pattern, the right color, the right feeling.It doesn’t always turn out how I imagined. Some things are used and loved, others end up in a drawer. And that’s okay – it doesn’t make the knitting less valuable. For me, the process is just as important as the result. It brings calm, connects me to the ones I love, and reminds me that there’s still space for the simple and handmade in a busy life.
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				The Living Canvas

				Kids in Motion

				Knitting for children is both beautiful and a little heartbreaking. You spend hours on something, and before you know it, they’ve grown out of it – or want glitter and plastic instead.When I knit for Luna and Gaia, I try to make something they can live in. Clothes that aren’t just pretty in a photo, but can be worn to daycare, kindergarten, the garden, or while building dens in the living room. I knit with room to grow. I add extra length, choose soft yarns, and accept that it won’t stay pristine for long.Some pieces get worn to bits. Others – and this used to sting – don’t get used at all. I’ve made cardigans I thought would be hits that stayed folded for months. But I’ve learned not to take it personally. Kids have their own sense of comfort and favorites. Sometimes Elsa’s polyester dress wins – and that’s okay.Still, when they do wear something I made, even for an hour, I feel proud. Because I know it started with my hands and a quiet thought: this is for you.

				Knitting With and For the Family

				My wife has a grounded, calm style. She knows what she likes – soft colors, natural fibers, nothing scratchy or loud. Knitting for her is a quiet collaboration. I show her yarns or patterns, and she gently steers the direction. Sometimes I miss the mark – and that’s okay. I’ve learned to listen more than I plan.Gaia, on the other hand, is becoming a designer. The older she gets, the more ideas she has – full of colors, details, and big visions. She’ll sit beside me with yarn and say, “This is for the body, then we’ll add ruffles here,” or “Can it be a rainbow with green in the middle?” I love it. I love that she sees knitting as a way to shape her world.It all started with crochet. When Gaia was very little, I made her a tiny crocheted turtle – soft and slightly awkward in the best way. And a little square plushie with handles for ears. That was when I realized handmade things didn’t have to be perfect. They just had to be present.I’ve tried teaching Gaia and Luna to knit. They’re still a bit small. Gaia recently learned to finger knit and thought it was amazing – until the next day, when she moved on. That’s how it is with kids. But one week stands out: every morning, they would climb into the sofa and play with yarn and needles together. No screens, no noise. Just us, quietly starting the day. That’s the kind of magic I hold onto.
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				The Wishlist Is Long – and So Are the Opinions

				One of the hardest parts of knitting for your family is that it’s not always received the way you hoped. Especially not with children.Gaia often has strong opinions – about colors, textures, necklines, or sleeve length. She’s involved from the start: choosing yarn, picking patterns, getting excited. But when it’s finally done, there’s no guarantee she’ll wear it. I’ve held out a finished sweater only to hear, “Not that one today.”That used to hurt. I had put love and time into every stitch. But I’ve learned to let go. She’s not being ungrateful – she’s a child with a strong sense of what feels right. And honestly, I admire that. I want her to speak up. To know what she likes. To say no kindly.And sometimes, I get it right. A vest gets worn until it’s threadbare. A hat becomes a favorite. And that’s enough. Because the real gift is in the conversations, the planning, the quiet evenings spent knitting with her in mind.
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				Those small moments – more than any finished object – are what make knitting feel like home.
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				A Few Things I’ve Learned (the Hard Way)

				Knitting for your family means constantly adjusting – to growth spurts, changing tastes, and how the garment will actually be worn.One of the first things I learned:

				Always leave room.;

				Add length to sleeves and bodies – especially for kids. They grow faster than you expect. Choose patterns that allow freedom of movement. If a child can’t play in it, they won’t wear it.Yarn matters too. I love rustic wool, but I’ve learned to test the back of the neck. If it scratches, it’s a no-go. Soft, washable yarns often win – even if they’re less exciting to knit with.And finally: color. 

				Don’t assume. Ask. Especially with Gaia. What was her favorite last week might be “too brown” today. Sometimes we go through my stash together, and she lights up when she finds just the right green or a sparkly yarn. That spark – that shared decision – is worth everything, even if it only gets worn once.

				Conclusion – What Really Matters

				Knitting for my family has taught me that it’s not about the perfect fit or whether something is worn daily. What matters is that I cared. That I listened. That I made something with my hands, just for them.Sometimes it becomes a favorite. Sometimes it stays in the drawer. But every stitch carries quiet love. Maybe one day, they won’t remember the yarn or the colors – but they’ll remember that I sat down and made something, simply because I wanted to.

				A Note from DenmarkI’m writing this from my home in Copenhagen, Denmark – a third-floor apartment filled with yarn, toys, picture books, and the daily rhythms of family life. I’m a knitter, a father of two young girls, and someone who has found deep comfort and meaning in making things slowly, with my hands. My background is not in fashion or design, but in craft and care – and knitting has become a way for me to express love, calm my mind, and create something lasting in a fast-moving world.My name is Rasmus Valentino Mandal Larsen, and I share my knitting journey on Instagram under the name @mandestrik. The name came simply because I’m a man who knits. In the beginning, I thought my role was to encourage more men to start knitting. But today, that’s no longer my mission. Now, I use the space to share moments of stillness, messiness, creativity, and care – and to remind people that knitting belongs to everyone, regardless of gender.This article is about knitting for my family – the ups and downs, the quiet pride and occasional disappointments. In a future issue, I’ll return with a piece that focuses more on the mental side of knitting: how it has helped me find grounding during difficult times, and how it can offer others the same kind of refuge and presence.
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				Rasmus Valentino Mandal Larsen @mandestrik )  is a knitter, father, Instagrammer, and advocate for mental health. He knits both for himself and his family, and his style shifts between graphic patterns and playful use of leftovers—often in natural materials where feel and expression matter most. On @mandestrik, he shares knitting, family life, and honest glimpses of everyday moments—with space for both reflection and humor. Rasmus dreams of creating communities where there’s room for both stitches and souls.
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				Living Laws

			

		

		
			
				Saar Snoek

			

		

		
			
				It’s summer. I’m on a mountain with a group of German feltmakers, and we’re here to create complex sea creatures using the wet felting technique. Everyone has brought pictures of their favorite nudibranch (soft-bodied marine gastropod molluscs)—each one more bizarre than the last. I’m excited! We begin by exploring and understanding the creature: What volumes do you see? What protrudes? What fans out—and in which direction? Which patterns can you recognize?

				The students are hesitant.

				“I can’t draw.”

				“Of course you can. If you can write, you can draw—it’s just another way of recording what you see.”

				“Do you think this one’s too complicated? I could choose a simpler one.”

				Let’s just try! I think it’s a beautiful creature.

				Next, we strategize: What steps are needed to turn loose wool fibers into a hollow, sea-creature-shaped sculpture?

				By midday, the first day is in full swing. The atmosphere is great. It’s a cheerful mix of solid technical theory, drawing, measuring, and calculating—with a chaotic kindergarten vibe.

				Then, out of nowhere, one of the students addresses me in front of the group:

				“I don’t like this workshop. And I don’t like you.”

			

		

		
			
				I’m stunned.

				“Shall we step outside to talk?” I ask.

				“What exactly don’t you like? About me, about the workshop?”

				“Feltmakers don’t cut. Feltmakers don’t sew. You’re not a real feltmaker.”

				I laugh. We talk for a while—about life and other things. I promise to help her as best I can, and together, we’ll explore why cutting is taboo and sewing offensive.

				 

				I stumbled into feltmaking by accident. I only knew it from Waldorf-Steiner dolls and practical Norwegian hats. I had no idea you could sculpt with it. Online, I saw a few examples—and what struck me was how much the material seemed to dictate the visual language. Much of the work looked uncontrolled. I suspected felt could be a full-fledged medium like any other—so why did everything look so similar?

				2016, I took an experimental felting workshop with Marjolein Dallinga—a fantastic experience. She really kickstarted my love for feltmaking. The workshop atmosphere was a little strange to me—just women and every day began with a group hug. Marjolein told me, “You should enter the World of WearableArt.” 
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				Image credit: Elly Stemerdink from the book HatCouture II by Marianne Jongkind

			

		

		
			
				Tableau vivant with Nembrotha Kubaryana silk, wool 2019
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				World of Wearable Art: winning entry " Human Nature" , Wool, Silk, polyester, cotton 2017

			

		

		
			
				Image credit: Maaike Engels
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				Felting made me happy. I started creating small, organic, coral-inspired samples. I didn’t know much beyond what I’d learned in the workshop. I was slow and clumsy—but it was fantastic. I learned a lot and ended up winning the Aotearoa Award. Long story short: I fell in love with the medium and was eventually invited to teach.

				 

				My background is in painting—I studied at the Royal Academy of Art in The Hague. And while the art world can be a little cultish too—

				not in a sinister, apocalyptic way, but in how it breeds exclusivity, devotion, ritual, star artists, secret language, theory-speak, ideological absolutes, and sacred concepts (a.k.a. lots of fun)—I never encountered the kind of technical dogmatism I sometimes came across while teaching felt. Sure, we’d get a figurative slap on the wrist at art school for using glitter, but beyond that, technically, anything went. My background as a visual artist is different from that of many craftspeople, and maybe that’s why I don’t care much for unwritten rules.

				Immersing myself in the feltmaking community, it seemed there was a strong unspoken consensus about right and wrong, a longing for purity, and self-improvement, and sometimes even a guru-like status.

				Here are a few unspoken commandments:

				• Thou shalt not cut.

				• Thou shalt connect everything in one go using  wool (no stitching!).

				• Thou shalt perform complex calculations.

				• Thou shalt use a complicated resist or  template. (no tailoring)

				• Thou shalt not use stiffeners or  reinforcements. (only wool, water, and soap!)

				• Thou shalt always make a sample before  starting a large project.

				As a mostly self-taught feltmaker, I only learned about these “rules” later—and to me, they’re Impractical and inefficient.

				 

				I once read a Taoist text describing the difference between living laws and dead laws. Unfortunately, I can’t find the source anymore—maybe I dreamed it. The idea is this:

			

		

		
			
				Living laws are the laws of nature—how clouds form patterns, how waves move, how felt shrinks under your hands as you add energy. Living laws are rooted in the here and now. They arise from spontaneity, sensitivity, and unity with the natural flow.

				Dead laws are human-made. They’re rigid, fixed rules that no longer respond to the living process—and as such, they become stagnant or even harmful.

				I think it’s essential to understand the difference when you’re creating. Of course there are laws, or rules, or techniques—whatever you want to call them. Sculptural feltmaking is a complex and chaotic process, so there are definitely things you can do right or wrong. But the beauty of the wool lies in how it holds those living laws within it. And I strongly feel you shouldn’t hinder the felt with dead laws. That kills the energy, the life force.

				When I was working on my coral reef, I was still very inexperienced and technically clumsy, but I could already see that the material reacts instantly to energy—and it can behave in really strange ways. Wild and unpredictable.

				Through doing a lot—the proverbial 10,000 hours—I began to understand what the felt does and what it wants.

				What’s special about sculptural wet felting is that three different mathematical systems emerge in the process:

				• Linear; during the wool layout, the  mathematics of the flat surface.

				• Spherical; when using a flat resist: the  mathematics of curved lines.

				• Hyperbolic; as it forms into curved surfaces.

				To make a hollow ball, you have to start with a disc-shaped resist. But if you deflate a ball, you don’t get a flat disc—you get a curved surface. You can’t lay out wool over a curved form. A balloon is flat when uninflated, but its elasticity makes it oval.
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				To move from one stage to another, you have to make a leap—and that leap can’t be calculated, at least not by me. That’s where intuition comes in. It’s a mix of knowledge and instinct.

				Some spatial problems can only be solved with scissors, like a tailor. Why shouldn’t that be allowed? Students are sometimes surprised:

				“I spent hours trying to figure out how you made that resist—but you just cut it?! That feels like cheating...” Why is cutting okay for everyone—except feltmakers?

				 

				I see felt in its early stage as a closed, chaotic system.

				By rubbing, kneading, rolling, and tossing, you introduce directed energy. The felt begins to organize itself: fibers move toward their most stable endpoint. Thin areas shrink more than thick ones. The felt “spits out” its thick areas. The direction in which the wool is laid determines how it will shrink—whether it will stretch or stay flat.

				It takes a lot of effort to balance weights and densities in order to calculate an exact outcome. But planning an exact outcome means moving in a straight line from A to B. I’m more interested in the movement itself. I’ll end up somewhere eventually.

				I rarely make samples, and I never weigh my wool. I consider every piece as a sample, no matter how big or small. I have a fairly reliable hand when it comes to layout and use a super simple calculation method: everything will shrink by at least 50%, and very large or very thin pieces even more.

				I visualize my intended end size, make a flat projection, draw a resist, multiply by 2, and adjust its size intuitively if needed. It almost always works out. I’ve seen all kinds of different ways to calculate shrinkage, but this works for me. Why spend time on being exact in an organic process?

				Getting into a flow state is fantastic. Thinking, calculating, weighing, and worrying about what’s allowed and what’s not—those are all ways to knock yourself out of flow.
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				Photo credit: Sanne van Bergenhenegouwen, model Sensi, MUAH ddb-Artwork

			

		

		
			
				Photos this and previous page: Saar Snoek: model Marieke

			

		

		
			
				Alpaca mohawk, a felted and groomed no kill fur 2023

			

		

		
			
				Acorn, wool, silk 2023, an example of how thick and thin felt can be used to create a surface

			

		

		
			
				(Artichoke) Of Seed and Soil, wool 2023 I used a sewing machine to stitch the artichoke petals

			

		

		
			
				Were Were Kokako Aoterobra, wool, silk entry WOW Bizarre Bra 2023, with my crochet- randomness of nature crochet stitch
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				I prepare. I develop a strategy. And then I make. The process is too complex to fully plan out in advance. Not following the rules doesn’t mean just doing something. I work with precision. I follow an internal logic. I can be obsessively focused. I love organic forms. I’m drawn to patterns and rhythms. I use my own strange, intuitive geometry. It’s comforting to set your own rules—otherwise, you risk getting lost in endless possibilities. For me, the head offers the perfect solution: a limited, experimental sculptural space in which to place a hat. A hat must balance on an oval-shaped form and remain lightweight. It’s an ideal place to push the boundaries of the medium

				In der Beschränkung zeigt sich erst der Meister. (“It is in limitation that the master reveals himself.”)

				Johann Wolfgang von Goethe
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				'Blood' - a cut dyed and stiffened piece of handmade felt 2024

			

		

	
		
			
				49

			

		

		
			
				tinyStudio

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			
				Saar Snoek lives and works in the Netherlands. Originally trained in painting, she is now an accomplished felt maker, tutor, and designer of wearable art and exclusive headwear. Renowned for her innovative techniques and for pushing the boundaries of felt as a medium, her work has been exhibited internationally and featured in museums worldwide. She is a multiple-time finalist and award winner in the prestigious World of WearableArt competition, recipient of the Prix de Savoir-Faire, and most recently honored with the Stephen Jones Creativity Award.
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				Above: Wild Things, World of Wearableart 2022, all spikes are made from machine stitched prefelts.

			

		

		
			
				Poodle photo: Daniella Vereeken
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				New Books for spinners!
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				THE SPINNER'S

				BLENDING BOARD

				BIBLE

			

		

		
			
				STACKPOLE BOOKS

				ISBN 978-0-8117-7367-6

				Number of pages: 125Essex CT. 2025

			

		

		
			
				By Deborah Held

			

		

		
			
				REVIEWED BY SUZY BROWN

			

		

		
			
				'The Spinner's Blending Board Bible' is a fab-ulous new book written by Deborah Held, and in it, she shares with us everything she has discovered about blending boards, not only about the tool itself but also the many ways it can be used. Deborah has spent a lot of time with her boards and different kinds of fluff. Over time, she has collected a huge amount of information and made many discoveries, and the fruits are to be found in this book, which provides a much wider vision of the blending board as a fiber prep tool than you could have imagined!

				The book begins by providing a detailed look at blending boards, how they are made, and the accessories that often come with them (along with recommendations on accesso-ries you can purchase yourself). There is a particularly helpful section on blending board teeth, or tines - the pins that hold the fibers. For example, did you know there are a number of different ways the teeth are arranged on dif-ferent cloths? Deborah also explains TPI and teeth density on a blending board and how that might affect your fiber preparations and gives some ideas on what to look for when choosing a blending board to purchase.

			

		

		
			
				I really enjoyed the comprehensive section on technique 'dos and don'ts. This chapter has plenty of information on how best to prepare your fiber before loading onto your board and how to load it to get the desired results. This is important information. Deborah also discusses the range of yarn types, from woolen to wor-sted, and suggests how to achieve a wide range of yarn types with your blending board prepara-tion, even to an 'almost' worsted yarn! 

				There are some excellent examples photo-graphed and described that show how the direction of the fiber loaded onto the board can alter the end result in the yarn and why, such as laying fiber perpendicularly across the board will help to trap more air to make a light, fluffy yarn (p.30).

				I also loved the section on smooth vs. textured preparations, especially the discussion of 'gar-netting' - what this means, how to create fibers for garneting, and how to apply them into the mix. The yarns created with this technique are always gorgeous, the lovely tweedy look can be subtle or bright, and, as throughout the book, Deborah's 'how-to' descriptions are clear and easy to follow; you are sure to be successful in 
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				Book Review: The Spinner's Blending Board Bible
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				your fiber prep when following the step by step processes included in the book.

				Deborah has included all you need to know about rolling fiber off your blending board. This is something people often struggle with; rolags might fall apart or be so solid they won't draft properly, or even worse, they may never let go of the dowel they were rolled around! As with everything in this book, the information is comprehensive and well illustrated with text and images, with clear descriptions on how to create exactly the kind of rolag you need for your yarn and how to roll them from the board in a way that will give you consistent rolags that will spin beautifully. 

				In the 'Make it More Woolen' chapter (p.53), you will also garner some fantastic information on creating a wonderfully fluffy preparation, from fiber choice to loading the board to dowel size selection and rolling technique. A trou-bleshooting section will help you fix common issues such as thin spots in rolags and uneven rolags. Super helpful!

				The section on color is very close to my heart, and Deborah shares some fantastic informa-tion on creating color effects that will translate into your yarn in predictable ways, such as 

			

		

		
			
				creating fractals and other kinds of color repeats. 

				The book gets even more adventurous in the chapter on 'Batts, Clouds, Roving, And Slivers'. This really expands the options for different kinds of yarns, color placements, and preparations and includes using a diz to make your yarn more wor-sted. Ideas such as 'stacking your batts' before dizzing them to create a marled yarn, are inge-nious ways to manipulate blending board fiber to create unique effects. And then, of course, who doesn't love a gradient! There are step-by-step instructions on this, too. 

				Chapter 5, 'Unexpected Ways to Use Your Blend-ing Board,' contains some real gold. I loved the notion of using the board as a flick comb and hold tool, lining up locks ready to pick up and spin worsted

				This is just a small glimpse at the richness of this excellent book. This one is a must-have for anyone's fiber art library! The only thing I miss in it are yarn samples made from the preparations shared, and for this, it is well worth following Deborah's social media (https://www.instagram.com/doodler01), where you will find more gems of knowledge shared and beautiful yarns spun from the fibers prepared in the book!.
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				Plying Dragon
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				A Ply Adventure!

				A new product from Suzy, handmade in the Fiberygoodness workshop, each Plying Dragon is hand painted, and comes to you in a 'blind box' (which colour dragon will you hatch?!) The neck is removable to free your andean wrapped single, ready to ply. Each dragon comes with a collectors card, which includes a sample palette to match your dragon, and an inspiration prompt to match your dragon's colour personality. You also get the 'How To Use' 

				instruction sheet and a link to Suzy's demo video! 

			

		

		
			
				Make a Dragon Plying Bracelet

				Your dragon is designed to perfectly hold your singles yarn as you wrap it around the neck and tail to make an 'Andean' plying bracelet. Remove the head 'pin' and your dragon wrap lets you ply from both ends of your single to make a two ply yarn. Use up all the leftovers on your bobbins, or create sample yarns and quickly ply to see how they will look when finished

				Available in the shop at fiberygoodness.com!
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				Plying Dragon!
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				Also comes in simple but lovely 100% bamboo
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				Decades of Crafting: And Still Learning Lessons
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				Decades of Crafting 

				and Still Learning Lessons 

			

		

		
			
				ARLENE THAYER
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				I've been at this crafting thing for quite a while – most of my life. After a long time of engaging in any activity, it is easy to put oneself on autopilot. Knitting is my primary craft, and I would say that I have done just that. But, sometime late last year, I discovered a desire to grow as a knitter with a capital "G." I have learned several things since, which time I will share in this article; these things have enhanced my fiber arts practice tremendously. All this relates to my knitting practice but could apply to any fiber arts practice.

				The first big lesson I have to admit to is that I did not push myself to learn anything significant for a very long time. For example, when I knitted socks, I always used the same sock pattern, that I had memorized. It was comforting to me to be able to cast on a pair of socks and confidently and competently make it. The variety came from the yarn choice. I did not even experiment with a different type of heel construction. 

				It was safe, but there's no growth in that approach. And, honestly, even though socks 

			

		

		
			
				don't take up much room as one pair, they take up plenty of room when there are fifty pairs. This was an unintended by-product of this type of repetitive knitting. The lesson I have taken from this is to always have a project going that requires me to learn something new.

				Another takeaway for me was shifting away from being monogamous with works in progress (WIPs). Years ago, I had a pile of WIPs that no longer excited me, and I cleaned them all out. Some I tossed, some I finished, and some I even paid someone else to finish. 

				Then, I vowed to have only one project going in any given discipline (i.e., only one knitting project, one sewing project, etc.). What I have now come to realize is that multiple WIPs are a very good thing if there is an underlying strategy. Now, I have a project that involves learning something new and usually requires alone time to work on, a project that is a "take along" item where I can go on autopilot and work on it in just about any given situation, and a project that is somewhere in between the two and usually is like something needed for a gift. 
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				The flip side of having multiple WIPs is that one still has to keep an eye on WIPs that are lingering too long. You know it's too long if a project has been hanging around and the thrill of it is simply gone. When that is the case for me, I give myself three choices: rip it out, hibernate it with a deadline, or put myself on a schedule to finish a little at a time to help regain momentum. This can also be extended to unloved, unworn, or forgotten finished objects. Perhaps it is time to move something down the road, upcycle it in some way, or recycle the materials. For example, this past winter, I took a pile of shawls I had stopped wearing and converted them into seamed wraps/ponchos. I got excited to wear them all over again, and each upcycle was done in about ten minutes! The lesson here is to look at what you've been neglecting and see if you can breathe new life into it or free yourself by letting it go.

				Returning to the learning front, I also started watching knitting-related YouTube channels regularly. I found that it was almost like going to my knitting group, where I could knit while enjoying hearing about someone else's knitting life. And I have learned a lot in the process. Plus, engaging with the content creator in the comments or when there are live episodes is fun. There are many great channels, and again, this applies to crochet, weaving, etc. 

				In fact, it was through watching some of these excellent YouTube channels that I finally pushed myself to really learn how to use Ravelry to increase my satisfaction with knitting. By using the stash management function, tool inventory, and queue feature, my approach to project planning has tremendously improved. 

				In my opinion, the most powerful tool in Ravelry is the stash management component. To use it, I did need to inventory my whole stash first. Even before I did that, I cleaned out as much as I felt I could. I'm almost ashamed to admit it, but I destashed garbage bags full of yarn. I gifted to friends. I gave a lot to a local charity knitting group. Some went to the thrift store. I didn't bother to try and sell any; I didn't want to take the time, but that could be an option for me in the future as I continue to manage my stash. 
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				But, after a week or so of hard work, the inventory was done and it is amazing. When I think about making something, I can easily see my choices within my stash. Since my inventory includes scraps that are fifty grams or larger, I can often lean into using up some of my scraps which I love to do. 

				I learned some extremely valuable lessons from the process of creating this inventory. The first thing was that quite a bit of my stash no longer meets my needs. I am not the same knitter I was ten years ago. Back then, I knitted a lot of socks. I knit socks sometimes now, but I'm knitting more sweaters. My retained stash contained no less than one hundred and sixty single skeins of superwash fingering weight yarn. But I want to knit DK-weight sweaters, and I barely have any DK-weight yarns. I know how this big pile of sock yarns happened. Whenever I went to a fiber festival or a yarn store, the easiest thing to buy was a single skein of fingering weight in whatever alluring colorways were there. Do that enough times; it adds up! Now, I can realign my stash to suit me fairly easily.

				The second and very shocking thing I learned from the inventory project was seeing the actual total yardage of my yarn stash. In Ravelry, you can download your yarn stash into an Excel file, and from there, you can total up the number of yards you have. I shudder to think what the number was BEFORE I cleaned out in anticipation of the inventory project. I know you are curious, so I will own up to it here: 

				 At the beginning of February this year, my total yardage was almost 290,000 yards. I have a big stash, but I know people who have more. In fact, one of the other knitters in my knitting group has a bit more than me, and sometimes I joke with her that between the two of us, we have over half a million yards of yarn. I use up about one thousand yards per month in creating items. That means my annual consumption is about twelve thousand yards. If I buy nothing else ever, I have enough for twenty-four years of making. I have formulated a plan to keep on destashing, but at the bare minimum now, when I buy yarn, the equal amount of yardage has to be destashed. 

				I check in once a month to see how I'm doing by downloading an updated stash report. 

				Along with really utilizing the stash management feature of Ravelry, I'm also keeping up with the 
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				queue function, where I can list all of the projects I want to make and rank them in order. This is also something I evaluate on a monthly basis now, so I have a clear picture of my planned projects. As I have worked with this function, I also observed that plans are great, but I do not cling too tightly to them. Sometimes, I spend time getting my queue just the way I want it, and then the next day, an idea comes to mind, or I see something that really intrigues me that I want to make sooner rather than later. Therefore, it's good to remain at least a little flexible in my approach towards what I'm going to make next. 

				Between the stash management tool and the project queue, my shopping habits have been reshaped. When I go to a yarn store or fiber festival, I go with a much clearer intention of what I'm in the market to buy, so there is less impulse buying. If I do buy something on impulse, my deal with myself is that I need to have at least a rough idea of what I will make with the yarn, and an equivalent amount of yardage is coming out of my stash. The ironclad rule for me now is not to let that stash grow beyond its present level and, most importantly, to have a stash that serves who I am now in my crafting life. 

				I'm also using the Project function in Ravelry to keep track of my WIPs and what I'm finishing. I had been keeping track of my finished items by taking pictures of them and saving the pictures in a Dropbox folder for each year. That gave me a chronology but not much other information. I sometimes would write on the paper pattern copies if I changed the needle size or how much yarn the project took, but unfortunately, that was inconsistent. Now, all of that goes into the Project in Ravelry. And the bonus is it can be helpful to others thinking of making the same project to look at mine and see what information I have to pass along, just as I have benefitted from what others have recorded. 

				So, as you can see, this old dog has managed to learn a lot of new tricks, and I'm sure there are more in store for me. What I can say wholeheartedly is that with these new tools and approaches as part of my crafting life, I'm enjoying making things more than ever, and I wish the same for you!
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				In this regular tinyStudio feature, Suzy takes an inspirational image and selects a palette from the colours found in it. Not only a palette, but a variety of images with these colours in different proportions to help you decide how to combine them in your project. 

			

		

		
			
				Lavender is one of my most favourite colours. It comes from my love of the plant, one of the very few I have been really successful with in my garden! I love the hardiness of the Lavender, its ability to survive in very dry conditions, yet to also handle everything the weather throws at it and still thrive... this is an admirable trait for any plant in my garden! I also love the mass of flowers these plants produce each year, the huge number of bees they attract, and of course the heavenly scent that never fails to calm and soothe. As a child picking flowers in my parents yard, I always knew I could count on the Lavender bushes to provide me with gorgeous colour. scent, and plentiful blooms to fill my bunches. These, and a few of my mothers favourite delicate pink miniature roses, would give me a garland fit for any fairy princess. My devotion to Lavender continues, as the colours and scents bring memories of happy times and comfort found in our family home. I adore these colours for all they conjure up; peace, harmony, and love.
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				Palettes: A New Mix to Try. - Lavender
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				The Second Edition of the Big Book of Fibery Color, completely revamped with additional photos and information, in a gorgeous new format. Choose between soft or hard cover, we love the shiny new paper quality and the vibrant print that brings the eye candy to life. The book is packed full of color inspirations and palettes, with tutorials on how to use a range of tools to create the fiber preparation YOU want. And for art yarn lovers, there are some special 'recipes' for spinning yarns designed to enhance the colors you have chosen and prepared.

				Find this book exclusively in the Fiberygoodness Shop. Free Global Shipping

				www.fiberygoodness.com
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				From Chaos to Calm: Finding Balance in Fiber
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				Over the past year, while working on this collection, I found myself drawn to something unexpected: restraint. With these pieces, I was drawn to paring things down—not in creativity or color, but in how I approached each piece. I wanted to be more intentional and let the color and texture speak for themselves. Instead of chasing complexity, I started listening for the quiet “aha” moments—when a color palette caught my eye out in the world, or a combination I’d been turning over in my mind finally felt ready to come to life. 

				This collection is part of a turning point in my practice - framed, dimensional art that brings together bold pom-poms and layered weaving in a new way for me. This was the first time I pushed past the smaller formats I’d used when I started my fiber art journey - working within embroidery hoops that topped out around 10 inches. With this series, I wanted to explore movement, light, and flow on a larger scale, using texture and shadow as much as color. 

				Most of my work tends to lean bold and maximalist, full of punchy contrasts and joyful chaos. But here, I was after something different: a sense of calm within the color, playfulness that still felt refined. Whimsy, with a little polish. 

			

		

	
		
			
				The Spark 

				This series was actually born during a major creative block. I’d been at a bit of a standstill - surrounded by shelves of colorful, lovely yarn in my studio, but totally uninspired to move forward with any specific idea. The spark didn’t come from a big plan or vision but from the simple act of making. I had three skeins of thick-and-thin yarn in colors I felt really good about - goldenrod, orange, and peach - sunset colors. I figured, if nothing else, I could start pomming, let my hands get busy and see where that led. 

				Living in California, I find myself inspired by sunsets all the time. That warm, glowing palette has found its way into my work on a regular basis, and it felt like a good place to start. Once I had those first poms made, something clicked. I suddenly saw the piece more clearly. I started sketching out the weaving portion and realized that adding a second tone - a darker version of each original color - would give the piece more depth and interest. So I wove with both light and dark tones and started nestling darker pom poms into little nooks and crannies for contrast. 

				Color choice, for me, is always intuitive. It’s all about chasing a feeling. I’ll keep mixing and matching until something just feels right. With each piece in this series, that was the guiding principle. 

				The structure of the weaving gives everything a grounded, orderly base—but the pom placement is loose, organic, and full of movement. That balance between control and spontaneity, structure and flow, is what brings the work to life. Together, the parts create something much more expansive than they could on their own. 

				Materials aka The Ingredients 

				For this series, I really started fine-tuning how I use yarn weights and textures to build dimension. The larger pom-poms are made with super bulky, chunky yarn - my goal with those is maximum poof. I want them to feel soft and cloud-like, so I trim them 
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				just enough to give them a consistent shape but leave them as fuzzy and voluminous as possible. The smaller poms are a different story. I usually make those with worsted-weight yarn and trim them much more precisely, aiming for a refined, almost sculptural shape to create contrast and clarity. 

				For the weaving base, I like to create continuity by using the same yarns I used in the pom-poms. The smaller pom yarn typically becomes the warp, and I’ll choose something that matches the large poms for the weft. Each piece in the collection was woven directly onto a fabric-wrapped canvas, which gave me a strong and versatile foundation to work from. Once the weaving was in place, I attached every pom-pom by hand, playing with placement in real-time to build flow, depth, and shadow. The final step is mounting each finished piece in a floating wooden frame, which gives it that extra sense of polish and intention. 

				While the poms in this collection are much simpler than some of my more wild and experimental ones, that choice was very deliberate—I wanted the emphasis to be on texture, structure, and movement, not on decorative complexity. That said, even the simplest pom-poms require some finesse! I often rely on needle-nose pliers to save my hands during long work sessions, and I’ve discovered I prefer plastic tapestry needles for some tasks and metal ones for others. It’s those small preferences that end up making a big difference. 

				My Process 

				With a growing stash of art supplies in my studio, I’ve started leaning into what I already have on hand when beginning a piece. It’s become a creative boundary that actually sparks new ideas, pushing me in directions I wouldn’t necessarily have gone otherwise. For these pieces, I almost always start with the large pom colors first. I’ll make as many as I can from the yarn I have, then lay them out on the canvas to see how much space they take up. Once I can visualize that coverage, I sketch out the weaving 
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				areas - figuring out how much weaving needs to be visible to give the piece balance, texture, and visual interest. From there, the process unfolds in a kind of intuitive flow. I complete the weaving, place the larger poms, and then make and tuck in the smaller poms wherever they feel needed. It’s a mix of spontaneity and meditation - especially during the weaving portion, which is deeply repetitive and calming. 

				I created this collection over the past year, working in bursts in my home studio whenever time and energy aligned. One of the most satisfying parts has been refining my process as I go. I’ve learned that I need a certain level of challenge or novelty to stay engaged, so I’m always nudging myself to evolve - to make something a little different, a little weirder, a little more me. That desire to create work that feels original, surprising, and a bit unexpected keeps the whole practice feeling fresh and joyful. 

				When I think a piece is done, I make myself sit with it for a few days. I’ll keep it nearby and glance at it throughout the day. If nothing starts nagging at me, if no corner feels off or unfinished, that’s when I know: it’s done. 
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				The Why 

				More than anything, I hope these pieces spark joy. I want them to invite someone in - maybe bring a smile, or offer a reason to pause for just a beat. 

				The longer someone spends with one of these works, the more I hope it reveals. Maybe it’s a favorite little cluster of pom poms, or a hidden shift in the woven colors, or just the satisfying contrast of texture and tone. There’s a 

				playfulness to pom poms that I think softens the idea of “fine art,” and I love the idea that they might bring a sense of levity and warmth into someone’s home or life. 

				At the same time, there’s something grounding about this collection for me personally. My work has always been rooted in color and texture - going all the way back to my embroidery days - but this series became a constant presence in my life during the past year when the world has felt particularly chaotic. There’s this push and pull between structure and freedom - the calm rhythm of weaving and the spontaneous joy of pomming - that mirrors how I navigate my creative practice (and life, honestly). 
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				When I’ve shared these publicly, people have described them as fairy tale landscapes or topographic maps of magical places. I love that interpretation. It captures exactly what I hope to offer - a little wonder, a little escape. 

				Having explored so many corners of fiber art over the years, it feels good to be in a space where I can blend techniques and draw from different traditions. And by leaning into more intentional choices here - just a little restraint, a little clarity - I’m excited to see where that path leads next. 

				Upon Reflection 

				This series reminded me to follow my curiosity - to let the process lead, even if that means heading down a path that doesn’t quite work out. It taught me to trust my instincts more deeply, to stay open to change, and to know that “mistakes” often just mean I’m onto something new. 

				Looking ahead, I’ve got a few ideas brewing: experimenting with more intricate weaving patterns and even finding ways to reintroduce embroidery into these pieces - maybe through stumpwork or other dimensional techniques. It feels like I’ve found a foundation I can keep building from. 

				And to other fiber artists out there: let it be fun. Seriously. There’s so much pressure sometimes to be meaningful or profound - but if you’re having a good time, that energy comes through. Joy is a perfectly valid artistic direction. 
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				Jen Smith is a fiber artist who is drawn to creating art that is tactile, emotional, and colorful. Inspired by nature - both its tiny microscopic details and its grand gorgeous vistas - she works primarily with embroidery floss and yarn in both traditional hooped and framed forms as well as three dimensional more sculptural forms. Her art process encompasses many traditional types of fiber art: embroidery, weaving, and wrapping while also pushing into the more playful, experimental places that spark her curiosity. As an artist, she hopes to create a unique sense of joy and wonder and a desire to reach out and touch.
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				Working with a material culture historian and an agricultural professor, graduate and undergraduate students gained hands-on experience in the various phases of producing clothing in a pre-industrial world. The methodology behind the project is both experiential – growing flax and processing it into linen yarn -- and archival -- drawing on knowledge shared in newspapers, documents, letters, diaries and almanacs, as well as the surviving textiles made by those living in New Hampshire during the18th through early 19th centuries. Initiated during winter 2023, the Project is now beginning its third season of planting and research.

				The Back Story: Sophie’s Question

				In the spring of 2023, I taught a new history course called “From Homespun to Fast Fashion: A Global History of Textiles” for my graduate and undergraduate students at the University of New Hampshire. Early in the class, I spent time discussing the importance of flax and linen over millennia –globally and locally. It was during the discussion of New Hampshire grown flax and linen that one of my students –Sophie – asked ‘wouldn’t it be interesting if we could grow flax ourselves?’ As a history professor, field work for me most often takes the form of looking through aged archives and opening mysterious boxes with old labels. It tends to be more dusty than dirty. But, given my own textile research areas, museum experience, commitment to public-facing history, and my use of experiential classroom learning, I immediately recognized the potential not only for the classroom but beyond its walls.
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				After a discussion with our department chair, Professor Kurk Dorsey, the path led me to Professor Becky Sideman, Chair of UNH’s Sustainable Agriculture program. That spring, we designed a project for growing not only flax but also cotton, indigo, and rye in a plot at the University’s Woodman Agricultural Research Farm. We wrote grants and received support from the Hayes Fund, UNH Center for the Humanities, and graduate student support from History Department funds. 

				We had to start with the basics: what type of flax seed did we need to grow fiber; how much seed was needed to cover a 50 foot by 50-foot plot? How and when did should we sow and how did we tend it? This is not typically a research realm in which history students operate. For our preliminary research we turned to the guidance of many current practitioners, and we also looked to the 18th and 19th century accounts of the planting and harvesting of flax in our region of New Hampshire -- day books, almanacs, shop accounts and newspapers. 

				Into the Fields

				From the beginning of the project, I wanted to emphasize experiential, hands-on learning, bringing students literally into the field, but also into historical archives. The Flax Team planted flax seed in mid-May and harvested it in mid-August, setting up stooks, and retting and drying the flax throughout September. The crop was then stored in the barn at Woodman Farm. In the fall of 2023, we began braking, scutching and combing our flax using a combination of historic and modern tools. 
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				The team participated in many public demonstrations in 2023 and again 2024, including Harvesting History at the Moffatt-Ladd House in Portsmouth. (Pictured) One of the aspects we are behind in is learning to spin and weave but we hope to have a small linen sample from our crops sometime in 2025. The academic schedule and the linen production schedule do not always line up as we have learned. Since our first crop, we have moved the project off the campus and into the community, partnering with community grow sites – local museums, historical societies, and even a local farm.

				Into the Archives

				Simultaneously with growing the flax, five graduate students worked with me to hone their research skills by delving into various archives and collections of family papers with a focus on the growing of flax and processing 
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				of linen, including the Josiah Brown family papers (Stratham, NH); Matthew Patten letters (Bedford, NH), Lane Family papers (Stratham, NH), General John Montgomery daybook (Haverhill, NH) and an unknown farmer’s account book at the Woodman Museum, to mention just a few. The research is ongoing and expanding. In 2024 and 2025, the project encompassed additional grow sites and returns to the archives.

				In the past, the unrecorded thousands of hours of cutting, retting, braking, spinning, dying, weaving, and sewing small clothes, bed linens, and all manner of domestic items contributed greatly to a New Hampshire family’s financial stability. Building on the groundbreaking scholarship and writing by Laurel Thatcher Ulrich, Marla Miller, Mary Beaudry, Linda Baumgarten, Susan Schwoeler, and many others, this aspect of domestic production in rural economies continues to remain largely absent from history texts, particularly in the time before the mid-19th century and the growth of the textile factory/industrial complex seen in just about every New Hampshire town.

				Flax Families

				Case Study – The Lane Family of Stratham, New Hampshire 

				As with everything that Deacon and cordwainer Samuel Lane (1718-1806) undertook throughout his long life -- from developing a specialty in horsewhips while apprenticed to his father, to his decision to move to Stratham from Hampton to increase his business prospects—he carefully mulled over his decisions. It appears that around 1761, Samuel Lane and his wife Mary (1722-1769) thought about, considered and planned before beginning the undertaking. We know from his records that he was buying in combed flax from neighbors which he often found costly and frequently of poor quality. There were other considerations facing him in 1760s: his thriving shoe business, the clothing and textile needs of his large family, and the fact that several of his daughters were old enough to spin and weave and consider marriage.

				In a household of eight children, for Samuel and Mary, linen was used for a tremendous number 
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				of items, the not least of which would be for uppers, linings and thread for his considerable output of shoes. He would also have a level of quality control if he is using linen produced by his family. As noted in The Years of the Life of Samuel Lane, 1718-1806 by Jerald Brown and edited by Donna-Bell Garvin, he was very proud of the spinning and weaving of his daughters. 

				Much like the children’s story Ox-Cart Man by Donal Hall, Lane traded his son Jabez’s ‘syder,’ his wife and daughters’ homespun linen, alongside his own, highly desirable shoes, which he would sell, trade, or barter to purchase goods for his family. 

				Into the World

				The project started in the classroom and will continue evolve in the classroom, but it has spilled out into the community: from UNH to local museum and historic sites and from classroom demonstrations and lectures to interested groups and outside the University. And, hopefully, students will take this multi-tiered experience with them beyond the campus where they can incorporate hands-on teaching about the importance of growing flax and processing linen in New Hampshire into their public-facing educational activities. Other related educational opportunities currently include discussions of sustainability, fast fashion and circular design models, gendered workspaces, and community agricultural events and seasonal celebrations. Growing flax incorporates hands-on teaching about the importance of cultivating flax and processing linen in New Hampshire but also promotes new ways of thinking about the history in our communities.

				The opportunity to deep dive into this single important bast fiber, has provided a much greater understanding of 18th and early 19th century flax growing and linen production in the Seacoast and its relevance to the issues of our time.
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				By Hannah’s Hand

				 

				The Stratham Historical Society, Stratham, NH., is home to two charming homespun and handsewn linen dresses, fashioned c. 1826-1830s, by Hannah French Lane (1802-1841) for her daughter Olivia Emeline Lane (1825-1902). Over the past two years, SHS President Andra Copeland and UNH History Professor Kimberly Alexander, have worked extensively with the garments. The noted scion of the family, shoemaker, surveyor, deacon and diarist Samuel Lane (1718-1806) and his first wife, spinner and weaver Mary Lane (1722-1769) raised their family a short distance from the Historical Society.

				 

				While the dresses have been part of the SHS holdings for some time, it was only recently that another important artifact from the Lane family entered the collection. Thanks to a generous gift from Lane family descendants, Hannah French Lane’s marking sampler is also now part of the SHS collection. This acquisition provides a special opportunity to see Hannah’s work at important points in her life, both as a child and as a mother. Family records indicate that Hannah was around 8 years old at the time she embroidered her sampler, and she was in her 20s when she made the dresses for Olivia Emeline.

				 

				The sampler is embroidered on a very loosely woven, unbleached linen. Given the Lane family’s long history--beginning in the 1760s--of growing flax and processing linen, it would not be surprising if the linen used in both the sampler and the dress were produced by the family.
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				Dr. Kimberly Alexander is on the faculty of the History Department at the University of New Hampshire, where she is Director of Museum Studies and Senior Lecturer. Alexander is currently a James Hayes Fellow for 2023-2025, serving as the Project Director for the UNH Flax-to-Linen project, awarded by the UNH Center for the Humanities. Her most recent books are Treasures Afoot: Shoe Stories from the Georgian Era (2018, Johns Hopkins University Press) which won an Honor Award from Historic New England in 2019, and Fashioning the New England Family (2021, Massachusetts Historical Society). 

				Treasures Afoot: Shoe Stories from the Georgian Era https://pwb02mw.press.jhu.edu/title/treasures-afoot Fashioning the New England Family https://www.upress.virginia.edu/title/5368
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				Further Reading 

				For additional information about the project: UNH Flax to Linen Project Media & Press

				https://www.unh.edu/unhtoday/2023/09/flax-linen-project-weaves-history-experience

				https://www.nhpr.org/2024-01-01/exploring-part-of-new-englands-textile-history-from-seed-to-garment

				http://www.theflaxprojectunh.com

				https://spark.unh.edu/issue/2024-research-review/
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				Kaiapoi: The Story of A Wool Mill

			

		

		
			
				Kaiapoi: The Story of a Woolen Mill
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				Quick march : official paper (monthly) of the New Zealand Returned Soldiers' Association

				Date of Publication 1919-09-10. Auckland Libraries Heritage Collections
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				Kaiapoi: the Story of a Wool Mill

			

		

		
			
				The story of New Zealand’s wool milling industry can be traced back to early colonial days. While almost all of the wool produced nationally was exported as the national flocks grew from the 1840s onwards – primarily to Britain and Australia – some found its way to the local industry. This was small scale at first, but steadily grew with the colony, filling demand for woolen products ranging from blankets to clothes and carpets.

				One of the more prominent mills of the period – and one that continued to operate for over a century – was founded in Kaiapoi, a town in New Zealand’s South Island not far from the main city of Christchurch. The area itself had a long history of habitation by Ngai Tahu, a major Maori iwi (tribe), for whom it was a major centre. The pa (fortification) built there was a significant stronghold, but was sacked in 1830-31 by the Ngati Toa chief Te Rauparaha, who had learned of trench warfare from the British in Sydney and applied it to besieging the pa. 

				European settlers began arriving in the district in quantity from the early 1850s, when the Canterbury Association, led by John Godley, established a major Anglican settlement, based around a new city which they called Christchurch. Settlers spread rapidly into the surrounding areas, primarily on the back of new land leasing laws, which enabled them to run flocks of sheep across large stretches of back-country. By the early 1860s, wool had become a mainstay of the district economy.
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				Kaiapoi sat on the Waimakariri river with reasonable access to the sea, and during the 1850s became one of the major export outlets for the district, a conduit through with Canterbury wool was exported to markets mainly in Australia and the United Kingdom. It did not take long for industry to follow, though it took a while for wool processing to be set up. The first fibre operation involved New Zealand flax, which grew near the town on the Cam river. Flax was used primarily to make ropes for shipping, in this age of sail, and In 1866 a flax mill was opened in the town to take advantage of it. 

				This industry went through boom times during the late 1860s. But then in 1873 the flax market collapsed, and the mill was sold to the Canterbury Spinning, Weaving and Fibre Company, switching to wool fibre and using the north Canterbury wool clip to produce blankets. In this way industrial spinning and cloth manufacture began in Kaiapoi. However, the mill did not last long in its initial incarnation. The company ran into trouble in 1877, and the 

			

		

		
			
				shareholders voted to wind it up.1 The plant and buildings were auctioned at the beginning of July, bought by J. T. Peacock for £70002, about $1.35 million in mid-2020s money.

				This led to what was, for a while, one of the largest wool processing companies in New Zealand. In 1878 Peacock re-established the plant as the Kaiapoi Woolen Manufacturing Company and began processing wool, making cloth, and turning out woolen products. The 1870s had been boom times for New Zealand and there seemed every prospect of solid profits, but that collapsed in 1879 and the early 1880s were a period of substantial hardship – all this coming just as the Kaiapoi mill was trying to get on its feet. Britain was in trouble and the markets indifferent. 

				Other practical challenges included the fact that wool was being carried by ocean-going ketch, and the masts were too tall to go under the bridges across the Cam river that barred the way to the mill. The way out, however, was not to downsize. Instead, mill management looked 
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				Women's clothing displayed in the Kaiapoi Woollen Company showroom. Webb, Steffano, 1880-1967: Collection of negatives. Ref: 1/1-009174-G. Alexander Turnbull Library, Wellington, New Zealand. /records/22597888

			

		

		
			
				 _________________________

					1 Oamaru Mail, 24 May 1877

				 2 Press, 8 August 1877.
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				to technology as a way forward, expanding the plant in 1886 for 24-hour operations with the help of electric lighting, which was then a brand new commodity. Efforts were made to find new international markets and to establish a solid niche by building repute for quality product, produced with the help of expert wool-handlers brought in from northern England. 

				All these developments together made the Kaiapoi wool plant one of the most go-getting and modern factories in New Zealand, putting wool processing at the cutting edge of local industry. From the historical perspective it was interesting: historians have generally seen New Zealand’s 1880s as a period of economic gloom, the so-called ‘long depression’. Economic analysis, however, has shown that in fact the economy was maturing and that many businesses turned to technology and innovation as a way forward. The Kaiapoi Woolen Mill was no exception.

				The national economy showed more signs of life during the 1890s, eventually bringing a boom in all export products including wool. The domestic market became more buoyant. The Kaiapoi woolen mill still faced something of an uphill battle, but in 1894 was able to expand the business, spreading into larger premises and buying two boilers to support operations at a cost of £1,220 – about $300,000 in mid-2020s money once inflation is taken into account.

				The woolen mill had been operating for 17 years by this time and accountants calculated that the company had spent about £120,000 on plant ($29.5 million), £463,106 in wages ($114.1 million), £313,878 for wool ($77.39 million), £30,716 on coal (7.56 million), £20,496 for soap and oil ($5 million), and had paid out £101,849 in dividends to shareholders ($25 million)3. These were significant sums for the time and made clear just how far the company had come. 

				While company directors might well have grumbled at the fact that much of the local demand was for low-profit blankets and cheap woolen cloths, the sheer scale of mill operations made up the difference. By the turn of the twentieth century the Kaiapoi mill was one of three operating in Canterbury, which together had a through-put of around 500,000 kg of wool annually. With their associated 

			

		

		
			
				clothing factories, the mills between them employed around 1500 people, making them one of the larger industries in the area. The Kaiapoi mill alone had around 600 staff and was one of the largest employers in Kaiapoi. Production included blankets and uniform cloth produced for the Boer War, which broke out between South African Boers and the British Empire in 1899. 

				This was the heyday of the Kaiapoi Woolen Mills, years when profits were high, wages good and the workforce both skilled and available. By contrast with some companies of the day, Kaiapoi management also wanted to look after their staff: they had their own sickness and accident care policies for staff – something relatively rare at the time – although this did not stop industrial issues. Unions were growing in power and the mill workforce were unionised.

				Kaiapoi was a bustling regional centre by this time. The woolen mill was the largest business there with around 600 staff, but there were many other enterprises, underscoring the way settler society had deepened and matured. This bustling town was the environment in which the woolen mill operated and where its workers lived. Local industries included a brewery with a three-story malting house. 

				By this time dairying had become an important New Zealand industry, and the Central Dairy Company operated a large creamery in town, drawing from 57 local dairy farms and sending the cream on to the company’s main plant at Addington. The town itself had the usual array of small businesses of the day: a tailor, a cabinet maker, fellmaker, a blacksmith and wheelwright, George Carey’s boot and shoemaker shop, Lewis Edmonds’ saddlery, and a confectioner among others. In a nod to modernity, there was also a cycle engineer, Frederick Shearsby. Bicycles were all the rage by the 1890.

				 As far as everyday workers at the Kaiapoi woolen mills were concerned, the most important local businesses were likely the public hotels. Dealing with industrial quantities of wool all day was thirsty work. The fact that temperance was in full swing did not 
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					3 Colonist, 25 October 1894. Current 	values via RBNZ Inflation Calculator.
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				reduce the trade done by hotel bars. Kaiapoi establishments included the Pier Hotel, run by William Mitchell, and the Mandeville Hotel.

				The company effort to produce top-quality products and build a repute for doing so paid off: by this time they had a solid name both nationally and overseas. Advertisers capitalised on the point. ‘Always look for the Kaiapoi label,’ one advertisement from 1906 declared. ‘In woolen goods made in the Kaiapoi Mills it means all-wool always and protects you against substitution and dissatisfaction.’4 

				The fabric of the day to conjure with was tweed. This referred to a type of woolen fabric produced primarily in Ireland and Scotland – notably the Outer Hebrides – which was warm, hard-wearing, water-resistant and visually attractive. Various patterns of tweed were produced, often specific to an area. It was widely copied around the western world, and inevitably the New Zealand woolen mills began producing it too: by the early 1880s the Kaiapoi mill was selling clothes ‘made from first-class Tweeds’5. The name itself became a sales point even when the weave was not strictly tweed: in 1903, for instance, the mill produced ‘four fashionable styles’ of woolen jacket in ‘tweed effect’ fabric – retailed at the ‘uniform low price’ of 35 shillings6. This was around $180 in mid-2020s New Zealand dollars.

				The First World War brought contracts for more military uniforms and blankets, but also took staff away for military service. In a gesture of support, the company continued to pay its conscripted workers a proportion of their wages. Afterwards, an exhausted New Zealand looked to a prosperous peace, but the 1920s turned out to be indifferent years. A brief boom after the First World War ended swiftly when Britain cancelled the ‘commandeer’, by which it purchased all New Zealand’s output at high prices. 

				These were hard times for the wool industry. The Kaiapoi mill was not helped by severe flooding in May 1923: mill workers’ homes were destroyed and the mill itself flooded to a depth of more than 60 centimetres7. The following year further problems with the wool industry resulted in a decision to cut operating hours: employees at the Kaiapoi mill were placed 

			

		

		
			
				on short hours: the mill lay idle on Fridays and Saturdays8. Things got worse after 1931 when the Great Depression finally hit the country, bringing with it government-ordered austerity measures, including wage cuts which the Kaiapoi mill management were required to implement, though they did so only reluctantly.

				Full recovery finally came with the Second World War, when military contracts again became a centrepiece of the wool industry across New Zealand. Part of the mill9 was flooded again in 1940 after prolonged rain led to the Waimakariri river breaking its banks and sloshing into the town, flooding part of the mill. Despite such setbacks, the mill continued to prosper during the war. However, the mill struggled afterwards. Although the brief Korean war wool boom helped, money was short for modernising the plant and new equipment was difficult to get. New synthetic fibres such as nylon were also absorbing a growing part of the traditional market for wool products. 

				These challenges were faced across the whole New Zealand wool industry during the period, and one outcome was consolidation. That was certainly the fate of the Kaiapoi mill, where management began merger negotiations with the Wellington Woolen Company of Petone in 1962. The deal was completed by mid-1963, creating Kaiapoi Petone Group Textiles Ltd. This opened a new stage in company history with a range of products that included stylish patterns for home knitting, such as a ‘Lumber Jacket’ designed to use Petone Double Knitting Wool. 

				However, the merger proved to be only a relatively temporary fix. New Zealand’s wool markets crashed in 1966-67, and the challenges facing the whole sector, from wool production to local manufacturing, continued to grow. One outcome was further rationalisation of the sector, and in 1972 the Kaiapoi mill was taken over by Otago-based Mosgiel Woolens Ltd. The Kaiapoi plant finally closed in 1978, ending more than a century of industrial wool processing in the town. 

			

		

		
			
				 4 Auckland Star, 18 July 1906.

				 5 Oamaru Mail, 24 March 1881.

				 6 Dunstan Times, 7 April 1903

				 7 Poverty Bay Herald, 9 May 1923.

				 8 North Otago Times, 11 October 1924.

				 9 Pahiatua Herald, 1 March 1940.
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				Matthew Wright is a professional historian and a Fellow of the Royal Historical Society at University College, London. Follow Matthew on Facebook: https://www.facebook.com/MatthewWrightNZ You can find out more about Matthew, and New Zealand history on his website http://matthewwright.net 
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				Kaiapoi Woollen Mill employees Nan Williams and Archie Ross, long serving staff members, at work at the Kaiapoi Woollen Mill. 9 June 1977 (Chch Libraries) https://discoverywall.nz/media/117891
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				6 August 1977. Exterior of the Kaiapoi Woollen Mill buildings in Kaiapoi shortly before its closure. Christchurch Star archive
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				The Shawl; Libertas
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				The shawl

				'Libertas'

			

		

		
			
				The eighteenth episode of the Dynamic Weaving series was created in response to an open invitation to all residents of my hometown, Brummen (Netherlands), to make something for a special exhibition in honour of National Remembrance Day (4 May) and the celebration of freedom, with the theme '80 years of freedom'. This subject concerns me and many others, especially in these uncertain and turbulent times. Although originally created for Brummen, this project is about all wars and the people affected by them, the victims and their loved ones.

				The IdeaI've worked on several projects before, in different places and for various purposes, but this was the first one I created for my own hometown. That's why it was important for me to base my project, as always, on a literary theme, as most people in the village know me through my daily work at the public library. I chose the song Hot Gates by the South African singer Laurika Rauch. The lyrics are powerful and deeply moving, and the music itself is intense and overwhelming. The song was written by Christopher Torr. The song's lyrics are made up of a sequence of fifty-eight place names.

				As the song unfolds, it becomes clear that these are places marked in world history, battlefields from the Second World War or sites from South Africa's own past. Places that have deeply affected people's lives around the world.
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				Ineke De Brouwer
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				The Design

				Generally, my projects consist of an artwork, an accompanying video, and an article with background story and photos. As this shawl was purely an exhibition piece that would not have any accompanying explanatory text, I needed to find strong, recognisable symbols to convey my story clearly. After some research, I settled on barbed wire as a visual representation of war, oppression and imprisonment. And poppies for liberation and peace.

				Barbed wire 

				In my research, I noticed how often barbed wire appears in news reports from war zones or crisis areas. During the Second World War, barbed wire became the symbol of atrocities against humanity. Labour camps, prisoner-of-war camps, and concentration camps were all enclosed with barbed wire.

				Poppies

				Last year, I was in New Zealand during the ANZAC Day (Australia New Zealand Army Corps) commemorations, where I was given a paper poppy to pin to my shirt. The poppy is a powerful symbol of remembrance. Since the First World War, this flower has commemorated fallen soldiers. All over the world, people wear poppies as a sign of remembrance, tribute and respect. Poppies were a common sight during the war, especially on the Western Front. They bloomed in the ground, disturbed by fighting and shelling. 
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				The flower inspired Canadian doctor John McCrae to write the poem 'In Flanders Fields' while serving at Ypres in 1915. Ypres is just 350 kilometres from my home, which makes it all the more meaningful to me. Poppies are also a sign of renewal, often growing on disturbed ground, they thrive where other plants struggle. This shows us that even after difficult times, there is always room for renewal and growth.

				 

				The Making

				The composition moves from the oppressive blackness of war, barbed wire and harsh lines, towards the uplifting spirit of freedom, spring, and softness. The lines in the darker section are woven with coarse, simple yarns and fibres, while freedom and peace are represented using soft fibres, art yarns, and lock-spun mohair.

				It was a long search to find the right material to represent barbed wire without actually using real barbed wire. There are various spinning techniques to spin fibres to look like barbed wire, but in the end, it's still yarn; soft, touchable, and even comforting.

				While tying up some roses in my garden, I realised that the rubber-coated garden wire I was using had exactly the right texture and flexibility to create something that resembled barbed wire – visually strong, yet still allowing the shawl to remain wearable.

				Making the poppies turned out to be surprisingly easy. Their texture is very similar to that of raw silk, which worked in my favour. For the colour, I used PRO WashFast Acid Dye 340 which is, very conveniently, called Poppy Red. I studied a lot of photos and drawings to understand the flower structure and came up with a simple pattern.War leaves deep marks. 

				Many carry the grief of lost loved ones.

				In the past, people expressed mourning through the way they dressed. This shawl is trimmed with antique black bobbin lace and finished with an heirloom necklace made of black faceted jet beads, a piece of jewellery traditionally worn during periods of mourning.
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				The Photoshoot

				In the Netherlands, there are several cemeteries and memorial fields dedicated to war victims. We took the war photos at one of them: National Field of Honor Loenen, the final resting place of nearly 4,000 Dutch war victims, both soldiers and civilians who lost their lives during the Second World War or later, during peacekeeping and military missions. Both of my parents lost an uncle during the war, who are both buried at this cemetery. The graves at the cemetery are discreetly arranged, with flat headstones scattered throughout a wooded landscape. 

				The original plan was to do the second part of the photoshoot in the poppy fields of Flanders, but given the season, that wasn't possible. Instead, the freedom photos were taken in a field of wood anemones, symbols of spring's return.

				Gratitude and Remembrance

				I wrote this article, very apt, on the day the Netherlands commemorated, eighty years of liberation. 

				Freedom is something we often take for granted. I am deeply grateful for the freedom in which I was able to grow up, and I am fully aware that peace is fragile, and that liberty must be cherished.

				In Flanders fields, the poppies blow

				Between the crosses, row on row, 

				By John McCrae

			

		

		
			
				Sometimes, images speak louder than words. This project is accompanied by a short video. It also includes the music that inspired me.

				With heartfelt thanks to my family, whose involvement made the video all the more meaningful.

				https://tinyurl.com/Trickythread18
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				Can I Please Eat in the Conputer Room Tonight?: 
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				Can I Please Eat In The Computer Room Tonight?

			

		

		
			
				Nicole Nikolich
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				This installation; 'Can I Please Eat in the Computer Room Tonight?" was created for The Delaware Contemporary Museum for their winter/spring Dinner Table exhibition. It is composed of four hand crocheted vintage, yes vintage, computer game screens (Sims2, Solitaire win screen, Minesweeper, and Neopets Marketplace) and a working computer from 1987.

				'Can I Please Eat In The Computer Room Tonight' explores the positive and transformative view of tech from a preteen perspective of growing up in the early 2000's. This installation is a memorial to this fever dream of a time where you could only access the internet in a specifically designated computer room, often decorated in brown hues and overstuffed with knickknacks and office supplies. This space, an escape to another part of your life, often felt like an oasis 
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				to explore who you were becoming for the first time without the microscope and confinements of adults and societal expectations. Swapping sandboxes for CD-ROM games and mix-tapes, inside jokes with friends in chat rooms, staying up until way too late messaging your crush in your own secret language, and taking selfies with the front facing camera and looking at yourself in a slightly different way for the first time.

				It was learning about yourself and the world from the glow of a little square box in the middle of a little square room. 

				All four pieces were created over the course of three months. They are all made using single crochet with a teeny tiny 1.9mm hook. They were made in my studio located in South Philadelphia. 

				This installation has been on display through May 23rd and is now looking for its next place to be installed. Please reach out if you are interested in showing this body of work!
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				Nicole Nikolich grew up in Northern Virginia and received her BFA in Fashion from Virginia Commonwealth University before moving to Philadelphia in 2016. Nicole learned to crochet via YouTube in 2017 as a way to cope with her mental health and began her practice yarnbombing the streets of Philadelphia. Her early work explored themes of mental health, pop culture, and lgbtq+ issues. Nicole quickly realized she had a knack for capturing attention with her work and started working with brands such as Microsoft, Target, and The Philadelphia Museum of Art. Nicole is currently exploring themes of technology, nostalgia, and  the early internet in her personal work.
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				all you need to spin your dreams

			

		

		
			
				www.majacraft.co.nz
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				The Dog Felterer
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				My name is Linda Facci of Facci Designs; but I like to call myself "The Dog Felterer". I'm a fiber artist specializing in needle-felted realistic, miniature wool replicas of dogs. I live in Woodstock, NY, with my husband Gene and rescue dog Cocoa.

				Ever since I can remember, I've always been crafty. I've dabbled in papier mache, jewelry making, pottery, knitting, sewing, renovation, mosaics, and much more. I always loved learning new crafts so when I was invited to an event showcasing felting, I jumped at the opportunity. The demonstration was about wet felting, but towards the end of the class, the instructor also introduced us to needle felting—a technique that involves transforming wool into 3d (three-dimensional) objects using a barbed needle.
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				I was so intrigued I asked for some supplies to take home and started poking around… literally! Poking around the internet and poking around the wool. Back in 2012, there wasn't that much information available, but I kept at it, researching and perfecting my craft.

				Nowadays, it's very easy to find all the necessary materials online, and many free tutorials to learn the basics. What's wonderful about the craft is that you don't need many materials to start and they aren't very expensive. Here are some of the basics needed: Needle felting needles, pad and wool.

				Needle felting needles have a pointed tip with a series of tiny barbs, or notches, that catch and tangle the wool fibers as they are inserted and pulled out.

				The barbs on the needle can be different shapes, sizes, and numbers, which affects how they grab and push the wool fibers. More barbs can lead to faster felting but less accuracy for fine details, while fewer barbs are better for precise work.

				The gauge of a needle refers to its thickness. Lower gauge numbers indicate thicker needles, while higher gauge numbers indicate finer needles.

				I supply my beginner students with a 38 gauge needle, it's fast and easy to felt with.

				There are different types of pads - foam, wool, and brushes. I use a foam pad that is at least 2 inches tall. You want to make sure when you stab your foam, the needle doesn't hit your work surface. When you first start out, you may find yourself removing your piece from the foam pad and start poking it in your lap or on your table. You will stab yourself and you will break a needle. Do your research and figure out which works best for you. 

				I start all my projects with core wool. This is a foundation material used for building the inner structure of a project. Core wool helps create the bulk and shape of the project, and then more expensive, colored wools can be used to add the outer layers and details. There 
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				are many types of wool. Carded batts or carded wool works up much faster and is almost always cheaper than merino top. Top is wool in which the fibres are all going in the same direction. They are lovely for making fur, but are harder to felt down. I like to use merino top for long haired dogs.

				Needle felting is simple: it's just shapes. Learn how to felt a ball, sphere, a cone, a soft oval—and you start seeing those shapes in birds, animals, in flowers, and so much more.
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				Illustration courtesy of The Felt Pod
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				I teach beginner classes to adults and children as young as 9 and I find a mushroom is one of the easiest projects. Another beginner project is to make a festive, felted ball garland with a bunch of different colored balls. Or grab a cookie cutter and felt inside the shape! Easy Peasy! For a beginner, core or carded wool is best to start with.

				When I first started needle felting, I would make cartoony, whimsical animals like mice, rabbits, and foxes. I became a bit obsessed and had so many that I opened an Etsy shop and started selling them. A friend saw them and asked if I could felt two squirrels as a wedding cake topper, so I eventually added custom cake toppers to my shop. My Otter couple is my most popular. I believe they mate for life. 

				There is also 2D needle felting which I like to call 'painting with wool'. A design or outline is transferred to a flat wool sheet or another type of fabric, and then you "paint" it with different colors of wool using felting needles. There are many ways to present them. You can place them in a standard frame, wrap them around a frame or use an embroidery hoop.

				My first custom dog took many weeks to make—compared to just days to make one now. It's so funny because back in the "early days," I thought my dogs were so realistic, and when I look back on them, OMG, not at all!!! It's really fun to look back at my work now and see how I've improved.
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				There are two popular ways to start felting a dog. Some people create a wire armature and felt onto that. I've tried it but for some reason, it just doesn't work for me. The head is always too big!

				 

				There are many steps to making a realistic dog. I start with a piece of wire long enough for the entire dog's body, and I start covering one end with core wool and build it up to create the head. I use plastic eyes that have stems on the end, so they are easy to insert with a little glue.

			

		

		
			
				2D 'painting with wool'
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				Wire armature
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				I initially felt the nose in place for position and then craft the final nose from air dry clay. The head takes me the longest to make since this is where all the personality and detail are.
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				I work from many photos - front, side, back, and closeups. Once the head is complete, I start to wrap the wire with more core wool to create the body. 

				I make the legs separately and then attach them to the body. Sometimes, the client doesn't have a good full-body profile shot, which I need for proportion, so I will find the breed online, print it out and work from that. Use this as a guide for your piece - it's very helpful to hold your piece up to that image for size. 

				The best wool for finishing your needle-felted sculpture should have the right texture and color for your felting technique. "Top coat" is a term to specify wool that will be the finishing layer. I sometimes have to blend some colors to create a custom color. It's called carding: which is a process of intermixing fibers to prepare them for felting.

				If it's a small amount, I do this in my hand by opening up the different colored wool into small amounts and blending them together. You can also create your own custom colors by using a hand carder. These are tools with two paddles covered in wire teeth used to card fibers by hand.
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				It's the small details that make a dog come to life - a clay nose, paw pads, and dog collars. I make my own with wire and a piece of leather (sometimes, I'll print out a pattern and glue it to the leather) and embellish it with a bone charm.

				I am a perfectionist and do everything in my power to felt a dog that looks just like the real one. There have been times when I have spent many, many hours creating the face only to throw it away because it's just not right. I found trying to fix it makes it worse, so I'm better off starting from scratch. This would happen often when I first started, and not so much anymore; I'm thankful for that. So, take your time, don't get too impatient. You WILL break a needle or two- okay several - and you will probably poke yourself. You get used to it. You may want to make a realistic dog right away, but you will need a lot of practice and patience! 

				Don't give up.
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				Fleece Record

			

		

		
			
				Scan the next page and print as many copies as you like. Create your own fleece guide that includes information on who you purchased your fleece from, and don't forget to date it!

				Start by completing the ‘Breed’ information to record the type of fleece. If your fleece is from a mixed breed sheep record as much as you know about the heritage of this particular sheep. If you do not know the breed simply record the fleece type, ie ‘longwool’, ‘coarse’ or ‘fine’.

				Record the main colour of your fleece. If multi-coloured, add information about the number of 

				colours in the fleece and the proportions of each, in the notes section.

				Each ‘spoke’ on the wheel represents a single aspect of your fleece. The outside line represents ‘the most’ and the inner dot represents ‘none’. What follows is a break down of each section. If you remain consistant in your recording using this guide, you will be able to easily compare fleeces using this chart as well as re-purchase similar fleeces.

				On this chart, 'Crimp' refers to the regularlity of the crimp throughout the fleece. Filling in the dot on the outside of the circle means that the crimp was very similar throughout the useable part of your fleece, the inside dot means the crimp was very irregular. You can add notes about the evenness of the crimp observed in the locks.

				'Staple Length' refers to the regularity of length of staple across the fleece, is it as you would expect from this breed? Where most staple lengths are quite similar across the useable fleece, this will be noted on the outside dot and a fleece that has a big range of staple lengths goes into the inner circle. 

				'Staple Strength' is where you record the stability of your staples or locks, are there any weak areas? Is it ‘tippy’ (tender tips)? Then fill in the inner dot, if the fleece is stable with no weak or break points throughout, fill in the outer dot. If there are small areas of breakable fleece use the dots in between. Note whether or not this is a lamb fleece as this can affect the tips but is perfectly acceptable in a first shear.

				'VM' - record the amount (or not) of Vegetable Matter you have to deal with in the fleece, ‘none’ on the outer dot and ‘a lot’ on the innter, with variations between.

				'Skirted' - record how well, or not, this fleece was skirted, this is to note aspects such as the amount of second cuts in the fleece, any tags, any kemp fibers, britch, or belly wool etc.? If skirting the fleece yourself, make a note of the overall standard and how heavily you skirted.

				'Condition' refers to the state of the fleece, is it cotted or felted? This ‘spoke’ is to record the amount (or not) of fleece that has cotted at the base of the staples or felted at the tips, and the overal standard of the skirted wool.

				'Lanolin,' record the amount of lanolin you can feel in the fleece, generally speaking longwools should have a lot less than fine wools. You could record pre-washed and washed weights to help assess this.

				'True to Breed', this is where you can record how well this fleece matched up to the breed standard or characteristics you would expect. You may want to refer to a good sheep breed reference to make your comparisons.

				Keep notes on each fleece below the chart if any of the above aspects require extra information or explanation, and to record any other unusual characteristics.

			

		

		
			
				How to use a fleece record sheet to track your purchased fleece quality and characteristics.
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				A Circle Weave Project

			

		

	
		
			
				Some years ago I released a booklet with instructions on how to weave a neck wear piece on a circle loom. I am reprising it here because circle weaving continues to be a really fun, easy, and accessible way to weave and create wearable art! I hope you will have fun with this, and remember you can always make your own loom from cardboard; weaving does not need to be expensive, and you can use up all kinds of bits and pieces from your stash too!

				Designing

				You don’t need a pattern for this, in fact it is much better not to be working from a pattern because the neckwear is really going to be a one of a kind original! This tutorial will show you a basic warping method to get you started. I will also share with you some of the techniques I use to create shapes and design elements within the weaving.

				It doesnt matter too much what size circular loom you have, but it does need to be at least 10 inches in diameter (or approx 250mm). This will give you enough room to warp and create enough fabric to form a good base for the neck wear. If you have a 10 inch loom you may decide to extend the size of your finished piece by crocheting or knitting around the edge after you remove the weaving from the loom, this is especially nice when you are using thicker yarns. 

				I think it is a good idea to decide before you start if you want to use fine yarns or thicker yarns, your choice of warp thread does depend somewhat on the materials you will be using. You might also like to choose your embellishments before you start weaving, if you want to add beads throughout the piece you will want to have them ready to go and even pre-threaded on your warp or weft threads.

				Start with your general design plan. For this you don’t need to get extremely detailed if you don’t want to, some people prefer to work more spontaneously while others like to have a clear and detailed design before even touching any yarns. Whichever way suits you best, is the one to choose.
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				Figure 1

			

		

	
		
			
				Warping

				Warping is a bit different from the usual circular weaving warps. This is because we need to make an opening in the middle, and not close the circle, so it can be worn around the neck and fastened in place. 

				Take a length of yarn, and measure it around your neck to size it, do not make it too tight! Then place it on the centre of the loom in a circle as shown. ('figure 1' previous page) 

				I put a bow in it at the point where it will join, and then lay the circle out on the loom, placing it as evenly as I can. Tape it down onto the loom, this is to hold the circle in place as you add the warp.

				 

				Now you are ready to start winding the warp thread, it goes between the notches and the centre thread. Follow the warping diagrams on this page.

				Figure 2

				Start by tying your warp thread onto the circle thread at the number 1 point.

				 

				When that is secured, *run the warp thread to the edge of the loom and through notch 2, to loop behind the back of the loom, returning to the front through notch 3. 

				Then take your warp thread from notch 3 to the circular thread in the middle (point 4), and pull it underneath the inner circle thread towards the middle, do not pull the thread all the way through, instead keep a loop which you can then take over the thread and pull it down to drop the loop around notches 5 and 6. * (figure3)

				Repeat these steps from * to* as your main warping pattern and continue working clockwise all the way around the loom until you reach the second notch from the one you first started on. (figure 4)
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				Figure 2

			

		

		
			
				Figure 3
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				Figure 4

			

		

		
			
				Figure 5

			

		

		
			
				Pink line - clockwise warp

				Orange line - anti-clockwise warp

			

		

		
			
				From point X11, (figure 5) take the thread back to the inner circle to point X12.

				You now turn and start working back in the other direction around the loom, this is the start of the anti-clockwise warp and is the reverse of the clockwise pattern, it is marked on the pattern below in orange with the ‘Y’ num-bers as the guide. 

				In ‘figure 4’ you can see better how the anti-clockwise warp (blue) works the same way as the clockwise one, just in the opposite direction.

				Taking your thread from point X12 to make the loop, drop it around notches Y1 and Y2. 

				Take it back to the inner circle thread at point Y3. 

			

		

		
			
				Push it up under the circle thread to make the loop, then pull that loop around notches Y4 and Y5. Continue the same way till you are back at point 1 again, and tie off.

				Your warp is ready to weave into! 

			

		

	
		
			
				107

			

		

		
			
				tinyStudio

			

		

		
			[image: ]
		

		
			[image: ]
		

		
			[image: ]
		

		
			
				Here are some detail photos so you can see how the ‘loops’ look and what your warp should look like on the loom.

				In image ‘1’ below you can see the warp yarn pulled up under the circle, making a loop that is now ready to bring back down to sit around the next notches (image 2). When your warp is complete, you will see that every notch pair has a loop of warp around it, (image 3)

				In your final warp (image 4), there will be cross over points as you work around the circle and the loops need to cross the threads from the previous round. At these points you will find some of the warp threads sit over each other. This makes a nice effect in the warp. 
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				4

			

		

		
			
				Remember not to pull the warp up too tight as there needs to be enough room for the warp to tighten it as your weaving progresses.

				The great thing about warping on a circle loom is that there are no big rules about what you ‘must’ do or how things ‘have’ to be. 

				You can experiment with your own way of warping, and for neckwear, as long as you have the circle in the middle to work around, and leave a gap where you turn your warp and weft to create the opening, then you can make any variation you like!
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				then, after the initial 6-10 rounds of tight weave, you will want to start leaving more space around the threads and not push it up at all, leaving large gaps and open areas to create the lace effect.

				I generally use a large darning needle with an ‘eye’ that works with most yarns. If you are using a yarn that is too thick to thread, you can use your fingers to push it between the warp thread and loom, or you can use a cro-chet hook to help you pull the yarn through.

				You can also use the needle to help firm up the weaving, a little like a tapestry bobbin, use the tip to press the weft into place. This takes the place of a ‘beater’ and is better than pull-ing on the weft to tighten it, which will have the end result of curling up your weaving once it is off the loom. 

				A needle will also help as you get closer to the outside edge. If you have not tightened your warp too much when you created it, there should be enough ‘give’ in it to allow for it to tighten as you add weft, by the time you get to the edge it can be much firmer than when you started, so using a needle to finish off, even if you didn’t need it before, can help get right up to the edge and give you a nicer, firmer finish to the piece after you take it off the loom.

			

		

		
			
				Weaving

				Start from point 1 where you started your war-poing, and work your way around to point X12 (see the pattern on page 106) weaving under and over the warp threads. At point X12 bring your weft around the final warp thread to change direction, and then weave back around the loom anti-clockwise.

				Weave from the inside of the neckwear, to work your way to the outside edge where you will finish.

				Each round should alternate with the ‘under and over’, so if last time you went over a warp thread, on the next round you take your weft under that same warp thread. This is called ‘plain weave’ and forms a good basis for the neckwear.

				When you are weaving around the circular loom in the first ‘rounds’, it is a good idea to keep the weaving quite firm to create a good base. In the above example I have used a medium weight yarn to create a denser style of collar, the principle is the same when using fine yarns to make a lacier neckpiece, the first rounds should be made firm (don’t pull the weft tight but push it up into the warp well) to create a firm base. 

				This will also help to keep the piece in shape later. If you are making a lacey style weave 
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				Embellishments

				These kinds of neckwear items lend themselves well to buttons, beads, and shells, and theres also no reason not to go wild with some special stitching, appliqué, and embroidery. Each piece can be extended with crochet edging, which can be as simple or complex as you like. The collar on the below uses all of these things. I used the same yarn in the crochet edging as I had for the weaving, and I stitched on quite a collection of objects, and an added ‘wave’ of stitching all around the collar in a contrasting colour.

				To pick up stitches around the outside of the weaving, after it is removed from the loom; start at one edge of the neck opening, insert the crochet hook through one of the warp loops that you just took off the loom. Make one stitch. I generally make another single crochet (or two or three if you have a thinner yarn) into the same loop before picking up the next warp loop and making the next chain into that. 
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				When using tailspun yarn this is enough on its own, just work around the piece, chain stitching into each warp end and making enough extra chains between each loop that your weaving doesn’t bunch up or pull tight around the edge.

				When using a tailspun yarn for this you will need to pull through the locks and make sure they are sitting nicely around the edge of the weaving. You can also use the start and end of the tailspun yarn as ties at the front (or back de-pending on which way you want to wear it!).

				To make the scalloped or ‘fancy’ edging you can probably imagine many ways to do this using dif-ferent crochet stitches and shape patterns. For this finished weave on the previous page I did my first row of single crochet stitch, then turned the work, making about 6 chains and then joining that to the collar to make a loop. I then repeated that in the other direction to make a double thick-ness loop, secured at both ends. I then double crocheted into that loop, about 8 stitches, until the loop made a nice arc shape, then single crochet stitched into the edge of the collar to secure the loop. 

				The tailspun yarn edging is a much simpler single crochet around the entire edge, pulling through the locks with each stitch.

				Of course once you are finished with the yarn embellishements you can get busy with buttons and beads and other objects you can stitch on, let your imagina-tion guide you, there is much pleasure to be found even in the searching out of your embellish-ments and the planning of your ‘theme’.
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				A simple needle and thread are all you need to add these things onto your neckwear. You can even stitch on yarn, felted shapes, anything you can imagine! 

				I hope you have been inspired to create something fancy with some circle weaving. This is an in-credibly versatile way of weaving and you can quickly make something exciting with small amounts of yarn and time!
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				Come and join us on Facebook! https://www.facebook.com/groups/tinyStudioMagazine
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				Create unique and repeatable colourways with your own 'Hackle Patterns' following Suzy's template design system! Now available as an in-print workbook, in the same size format as tinyStudio magazine, and it comes with a link to the accompanying video tutorial. 

				Purchase exclusively from fiberygoodness.com

			

		

	
		
			
				Wild Inspirations: The Pines of Rome

			

		

		
			
				Wild inspirations

				Creative Ideas From the Ends of the Earth

			

		

		
			
				WORDS AND PICTURES BY megan balks

			

		

		
			
				The Pines of rome

				Italy
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				A word-sketch of the environment

				Even in crowded cities, if you keep a look out, you will find wild spaces. A feature in Rome are the umbrella pines (Pinus pinea) that provide refuge high above the crowded streets, for wildlife such as doves, rooks, bright coloured parrots, owls, cuckoos, woodpeckers, and a whole range of smaller birds. 

				The broad umbrella canopy also gives welcome shade for locals and summer tourists in parks and open spaces. The tall trunks frame views of the various Roman ruins as well as luxury villas. Black silhouettes of pines against beautiful evening skies are also a memorable feature of Rome. 

				The “Pines of Rome” are celebrated in an orchestral piece, written by Ottorino Respigh in 1924, which is often played on our classical radio station. The music invokes memories of exploring the streets of Rome and walking the 2000-year-old Roman roads, such as the Appian Way, in the footsteps of notables including Cicero, Julius Cesear and Hadrian.

				The pines provide exclamation marks at the end of city views and counterpoints to the strong architecture of many roman buildings. They bring a contrast of relative youth, strength and vigour to the slowly crumbling ruins of the Forum and well as those in Ostia Antika and along the Appian Way on the outskirts of Rome. 
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				Inspiring ideas to get you thinking 

				The strong shapes of the pines of Rome, whether silhouetted on a sunset sky or framing a view, cry out to be captured as part of the essence of the city. A single pine, very dark green, would make an excellent subject standing out against the sky in a tapestry weaving, or embroider a whole line of them along an edging on a tablecloth. Rows of stylized pines could be included in a fairisle knitting pattern for a colourful jumper. Capture the complimentary colours of the dark green pines and the red ochre buildings, lit in the late afternoon sunlight for an abstract weaving or a felted cushion cover. Alternatively go with the greens and golds of the pine-green and the warm golden yellow ochre colours also common among the buildings. Check out the bark of pinus pinea for a warm textured pattern in shades of brown.

			

		

		
			
				Pinus pinea lining the street that leads to the colloseum
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				Megan Balks is an earth scientist, a sheep farmer, and an enthusiast for all things to do with landscapes, wool, and fibre art. 
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				tinyStudio is proud to be sponsored by our favourite spinning wheel makers!
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				All you need to spin your dreams
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				Coming next time, Suzy will be bringing you a very easy, no-stress-all-gorgeousness dyeing method for locks
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