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Yŀȅ CŀǳƭƪƴŜǊΩǎ ǿŜŀǾƛƴƎ ŎŀǊŜŜǊ ǎǇŀƴƴŜŘ ƻǾŜǊ ол ȅŜŀǊǎΦ {ƘŜ ǿŀǎ ǇŀǎǎƛƻƴŀǘŜ ŀōƻǳǘ ǿŜŀǾƛƴƎ 

and worked incredibly hard to develop her weaving, ideas, art and techniques. This was 

because she loved what she did. Kay was one of those people whose passion became their 

career.  

While she loved weaving, she equally loved to teach. Sharing her knowledge and passion 

with others inspired her and she always taught with a spark, an enthusiasm for weaving and 

sense of humour. She loved inspiring others on their weaving journey.  

Kay found inspiration everywhere: in the world around her, the environment, her travels 

and from other weavers. Every time she found something new that inspired her, I would get 

an excited phone call that ALWAYS started with the words: 

άLΩǾŜ ōŜŜƴ ǇƭŀȅƛƴƎέ 

Χ ŀƴŘ ǎƘŜ ǿŀǎ ƻŦŦ ƻƴ ŀ ƴŜǿ ŎǊŜŀǘƛǾŜ ŀŘǾŜƴǘǳǊŜΦ  

Every idea, be it in developing her creative works or in experimenting with weaving 

ǘŜŎƘƴƛǉǳŜǎ ǿŀǎ ŘŜǾŜƭƻǇŜŘ ōȅΣ ŀǎ ǎƘŜ ǘŜǊƳŜŘ ƛǘ άǇƭŀȅƛƴƎΣέΧ ŀƭƻƴƎ ǿƛǘƘ ŀƴ ŜƴƻǊƳƻǳǎ ŀƳƻǳƴǘ 

of hard work! 

It was over 20 years ago that Kay discovered a dyeing technique called Shibori. It fired her 

imagination. Frustrated that she spent so much time stitching resist threads, Kay developed 

her technique of Loom Controlled Shibori. Since then she has continually created, 

manipulated, and developed this technique, returning again and again to improve, and 

refine it, always taking it in new directions. Kay was immensely proud of what she was 

developing and took every opportunity to teach and share her knowledge with her fellow 

weavers.  

Kay moved on to work with interlacements in other structures.  Using tied weaves as a base; 

she played with what the ties could do to create different interlacements in the cloth and 

developed a series of tie- based interlacements in the ground cloth.  

When Kay passed away suddenly in May 2019, she had been working on this book for 

several years. In the writing of this book she was uniting both of these ideas and techniques 

that continued to fascinate and inspire her. She never got to complete her book. 

I hope that what she has written in this book fires your imagination. Take her ideas, 

ƳŀƴƛǇǳƭŀǘŜ ǘƘŜƳΣ ŎǊŜŀǘŜΣ ŘŜǾŜƭƻǇΣ ǊŜƛƳŀƎƛƴŜΣ ōǳǘ Ƴƻǎǘ ƛƳǇƻǊǘŀƴǘƭȅΧ 

 Χ tƭŀȅΗ 

 

Helen Faulkner 
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aŜǎǎŀƎŜ ŦǊƻƳ ǘƘŜ Ψ9ŘƛǘƻǊǎΩ 

YŀȅΩǎ book Weave to Dye has been compiled by YŀȅΩǎ friends, from the manuscript she left us. 

Neither YŀȅΩǎ family nor friends wanted the event of YŀȅΩǎ death to stop the publication of her work.  

We have attempted to compile a publication that holds tightly to YŀȅΩǎ original vision. It was 

impossible to finish the book as Kay would have intended.  We decided to simply publish this as Kay 

left it, with some tidying up. Kay was a master at her craft, and left us with some fantastic 

information. 

(Many of the photos that were to be included in the book were not available to us. Any yellow 

highlighted areas represent missing photos).  

Kay would dearly love us all to grow and build on the information that she spent such a large part of 

her life compiling.  

 

This is a gift from Kay to all weavers worldwide. 
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Introduction 

This book has been over 25 years in the making and represents my research into what has become 

ƪƴƻǿƴ ŀǎ άǿƻǾŜƴ ǎƘƛōƻǊƛέΦ 

Over the course of my textile career, I have always been fascinated by traditional forms of shibori. In 

fact when I graduated in 1975, having majored in textiles ŦǊƻƳ ǘŜŀŎƘŜǊǎΩ ŎƻƭƭŜƎŜΣ ƻƴŜ ƻŦ Ƴȅ Ŧƛƴŀƭ 

pieces was a folded and clamped resist garment. This was even before I had access to any significant 

shibori publications. It was the era of the populist movement of tie-dye. 

Over the years I intermittently practiced shibori and while I appreciated stitched resist, I rarely used 

the technique purely because it was so labour intensive. 

Lǘ ǿŀǎ ǘƘŜ ƳƛŘ мффлΩǎ ǿƘŜƴ L ǎŀǿ ŀƴ ŀǊǘƛŎƭŜ ƻƴ ŎǊŜŀǘƛƴƎ ǎǘƛǘŎƘŜŘ ǎƘƛōƻǊƛ ǳǎƛƴƎ ŀ ǎƳƻŎƪƛƴƎ ǇƭŜŀǘŜǊ ǘƘŀǘ 

triggered the thought that just maybe a loom could be used to achieve a stitched resist pattern. And 

so my journey began. My first solo exhibition using this technique exclusively was in 1998 and 

looking back I have come a long way in refining and developing the technique. 

Initially, I called the technique Loom Controlled Shibori. Why? Shibori was a recognisable process to 

many working with textiles. And while what I was doing was not Japanese in origin (some purists 

think that shibori should only be used when talking about traditional Japanese resist processes), 

people stood a half chance in understanding what was involved. Loom controlled because of course 

those resist threads were being manipulated because of what I was doing on the loom. My first 

ŀǊǘƛŎƭŜ ǿŀǎ ǇǊƛƴǘŜŘ ƛƴ ά²ŜŀǾŜǊǎέΣ мффу. I was delighted that it made the front cover. 

At about the same time, I discovered that there was another weaver on the opposite side of the 

world who was also developing a similar technique. Serendipity is amazing! I was delighted to meet 

Catharine Ellis at the Atlanta Convergence in 1998. We had approached the concept from totally 

different angles: she initially worked with weft shibori while I worked with warp shibori. We 

continue to walk our own paths and I am honoured to call Catharine my friend. 

Working in parallel, Catharine initially referred to her work as Woven Shibori Resist while I continued 

to use the term LCS. I guess it would be no surprise that the naming of the technique has evolved 

internationally into the very simple term Woven Shibori covering all forms and applications of 

inserting a resist thread into cloth as it is being woven. 

 

 

What is woven shibori? 

It is the process of weaving the fabric and a supplementary thread at the same time. The 

supplementary thread plays no part in the actual structure of the final fabric. When pulled up and a 

surface application (often dye) is applied creases are formed stopping access to the interior of the 

fold; in other words a resist is created. Once the dye or other surface application has been applied, 

the supplementary threads are removed exposing the final design. 

In its simplest form, two shafts may be used to weave plain weave and at regular intervals an extra 

row is woven with a different weft thread inserted by hand, in either a regular or irregular manner.  

On more than four shafts, the supplementary threads may be in the warp, weft or even sometimes 

both.   
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What is this book about? 

The focus of this book is on weave structures suitable for the application of woven shibori. Both 

warp and weft shibori will be covered. The structures covered will be primarily for those with 4, 8 

ŀƴŘ ƳƻǊŜ ǎƘŀŦǘǎΦ ¢ƘŜǊŜΩǎ ŀ ŎƘŀǇǘŜǊ ŦƻǊ ǘƘƻǎŜ ǿƛǘƘ ǘƘŜ ǊƛƎƛŘ ƘŜŘŘƭŜ ƭƻƻƳΦ  Lǘ Ƙŀǎ ŀǇǇƭƛŎŀǘƛƻƴ ŦƻǊ ǘƘƻǎŜ 

with jacquard, draw looms and in fact any loom from around the world. 
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Chapter 1 

Weaving conventions used. 

This chapter defines how to use the drafts presented in this book. Drafts do appear in 

several formats. This will explain how they should be interpreted. 

Unless the fabric is an important consideration, the drawdown of the fabric will be neutral. 

If the structure of the fabric needs to be shown, it will be in a pale colour. The focus will 

always be on the resist.  

The following drafts show this and will be used to define some of the weaving conventions 

used. 

 

 Warp shibori     Weft shibori 

These are the identified sections of the draft. A: Threading draft. B: Tie up box. C: weaving 

sequence. D: structure drawdown. 

In all drafts the resist will be in black. The warp shibori fabric is plain weave so it has no 

colour in the drawdown. The weft shibori fabric is a twill so a neutral coloured weft has 

been used to enable the structure to be seen. 

The resist in the threading for warp shibori will always be on the back shafts. There are 

fewer of these to be threaded. The resist for weft shibori will always be on the right hand 

side of the tie up and treadling drafts. 

Primarily, the tie up box is used to indicate what shafts are being used in the weaving 

sequence. For those using a table loom the shafts that need to be lifted are above the 

corresponding column in the tie up box and above the marked square in the weaving 

sequence. Presenting the draft in this manner allows a clear vision of the movement of 

combinations of fabric and resist in the weaving sequence. 

Warp shibori requires the weaving of two components at the same time. If using a treadle 

loom, two treadles will be used together- one for the fabric, the other for the resist. 

There are of course variations to each guideline. This will occur when a longer threading or 

weaving sequence would be required if the above system were used. 
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 Warp Shibori      Weft shibori 

These are two examples of longer threading and weaving sequences. The warp shibori draft 

would require one hundred and twelve threads in both the threading and weaving sequence 

for one repeat. The weft shibori draft would require eighty-eight rows for one repeat to be 

woven. A method of condensing the drafts is clearly evident. 

The warp shibori draft. 

There are two sections of threading. The section on the right identifies the fabric structure 

and where the resist is inserted. In this case after every four fabric warps. The section on the 

left identifies the sequence for the resist. This resist sequence is to be inserted into the 

position identified on the right. In other words each of these resist threads will have four 

fabric warps between them.  

There are also two sections for the weaving sequence. The top section identifies how the 

resist will be used in conjunction with the fabric structure. The bottom section identifies the 

pattern for the resist. In this case each of these will be lifted for four rows of plain weave. 

There are sections removed in the drawdown (F). This helps clarify the visual appearance of 

what is being woven.  

The weft shibori draft. 

The top section of the weaving sequence identifies how often the resist is used in the fabric 

structure. The bottom section identifies the resist pattern. 

Other variations in the drafting sequences. 

Infrequently, where a complex fabric structure is used in combination with a complex resist 

pattern, they will be drafted as separate sections in the weaving sequence. It is expected 

that the two sections be combined in an appropriate manner.  

 

 

http://www.complex-weavers.org/


Weave to Dye by Kay Faulkner   
presented on her behalf by Complex Weavers, www.complex-weavers.org 8 
 

Chapter 2 

Taiten: a historical form of woven shibori. 

I would like to acknowledge an early form of woven shibori; perhaps even the earliest. This 

technique deserves investigation before examining contemporary woven shibori.  

Traditional shibori requires the skill of highly specialist dyers. The weaving of cloth requires a 

different set of skilled artisans. In past cultures, it is rare that both highly skilled groups cross their 

specialist boundaries. 

This however happened in the Shǁwa Period in Japan.  I came across an image and description when 

I was researching traditional forms of shibori. Its development is credited as a celebration of the 

inauguration or taiten of Emperor Taishǁ who reigned 1912-1925. This is the description that I found 

in Arimatsu Shibori, A Japanese Tradition of Indigo Dyeing by Bonnie F. Abiko. 

Heavy threads are woven into the cloth and then pulled to squeeze or gather it together. 

After dyeing, these threads are pulled out leaving a fine network of parallel lines as well as 

noticeable holes which add to the final texture of the fabric. 

It was only when I had an example in hand that I understood the technique. 

 

 

This fabric is woven in fine cotton and dyed with indigo. ²ƛŘǘƘΥ орΦр ŎƳ ƻǊ мпέΦ 

 

Taiten is warp resist, dyed, plain weave fabric with a space or series of holes bordered by warp 

threads that move in an identical manner. 
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What is taiten? 

This style is in a class of its own in contemporary woven shibori. The resist thread is woven as part of 

the fabric structure. In all other forms, the resist thread is a supplementary to the fabric and once 

removed there will be no change to the structure of the fabric. The removal of a warp thread in 

taiten changes the structure of the fabric. 

 In its simplest traditional form, it is woven using just 2 shafts with the resist being included as if it 

were a normal warp thread. The sett required is for normal plain weave including the resist thread. 

 

Draft of traditional taiten. 

On completion of weaving the resist is pulled up compressing the fabric to create a resist before 

being dyed. On removal of the resist threads, the dye pattern is revealed. Where the resist is 

removed the two adjacent warp threads are seen to work in the same manner, as they will be on the 

same shaft. Holes are left because the warp sett is less one thread at regular intervals. The force 

used in creating the resist also encourages sideways movement of the resist. This in combination 

with the paired wŀǊǇ ǘƘǊŜŀŘǎ ŎǊŜŀǘŜǎ ǘƘŜ άƘƻƭŜǎέΦ 

 

Detail scarf: 60/2 silk, taiten, indigo. 2 shafts.   
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Traditionally it is one colour, indigo. However, other dyeing processes may be suitable. By hand 

painting the dye, it can progress from one colour to another. 

 

 

Scarf, silk, taiten, fibre reactive dyes. 2 shafts. 

 

¢ƘŜ άƘƻƭŜǎέ ŎǊŜŀǘŜŘ ōȅ ǘƘŜ ǊŜƳƻǾŀƭ ƻŦ ƻƴŜ ƻŦ ǘƘŜ ǿŀǊǇ ǘƘǊŜŀŘǎ ŀǊŜ ŜƴƘŀƴŎŜŘ ǿƘŜƴ ǘƘŜ ŦŀōǊƛŎ ǿŀǊǇǎ 

are dented separately to the resist. For instance, if the fabric warps are sleyed two or more per dent, 

when the resist is next to be threaded, it will have its own dent before the fabric warps continued to 

be threaded. When calculating you set in this case you may allocate the resist as being the 

equivalent of 2 fabric warps. A very thick resist thread or multiples of resist thread of your choice 
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can even enhance the effect more. Experiment.

 

 

Scarf, silk, taiten, acid dyes, 2 shafts. Fishing line resist was doubled to enhance the definition of the 

άƘƻƭŜǎέΦ 

Weft Taiten 

While it was traditionally woven as a warp shibori, a similar effect may be achieved when woven in 

the weft. This draft shows six normal threads being woven with the seventh using a resist thread. 

The number of wefts between each resist may vary according to the desired effect. The effect will 

never be as clearly defined as warp taiten because the reed controls the spacing of the warp and 

ǘƘŜǊŜōȅ ǘƘŜ ŘŜŦƛƴƛǘƛƻƴ ƻŦ ǘƘŜ άƘƻƭŜǎέΦ  

 

Draft of weft taiten. 
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A close up view of weft taiten in cotton and indigo. 2 shafts. It is noteworthy that the pattern effect 

ƻŦ άƘƻƭŜǎέ ƛǎ ǎƻƳŜǿƘŀǘ ƭŜǎǎŜƴŜŘ ƛƴ ǿŜŦǘ ǘŀƛǘŜƴΦ  

Some basic variations. 

It may be combined with areas with no resist thread. These drafts show both warp and weft 

examples. In both, the resist thread is every sixth thread. Vary the spacing between resists as 

required. Repeat each section as required. Of course, different widths of each section could also be 

combined. 

 

Drafts of spaced elements for warp and weft taiten. Repeat each identified section. 
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This example is of a spaced weft taiten in cotton and indigo. 

Interesting effects can also be achieved when spaced taiten is combined with other structures. As 

taiten requires plain weave, it is desirable that any other structure that will be woven beside it will 

also have a plain weave base. Otherwise differences in sett may be required.  

In the draft below the plain weave for the taiten shares shafts with the lace weave. Another 

combination may require independent shafts for each structure. 

 

This draft shows stripes of taiten combined with Atwater Bronson Lace. Adjust widths and spacing of 

resists as required. The same effect could be achieved by weaving stripes of lace in the weft in 

combination with weft taiten.  
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Detail of scarf, silk, taiten combined with lace, acid dyes. 4 shaft loom. 

 

This fabric was woven using variations of the basic draft shown above. Note the random flow of dye 

between the sections that were pulled up. 

When stripes of taiten are combined with another structure in the weft, plain weave must be able to 

be woven from the threading that is used. The draft below could be used to achieve weft stripes of 

both taiten and lace, similar to the warp example above. Any structure that has a base of plain 

weave could be used in this fashion. 

 

Weft taiten combined with Bronson Lace. Adjust and repeat both components as required. 

 

Taiten with more control. 

The traditional form of taiten results in horizontal dye lines between the spaces in the warp. These 

lines are random in nature. I wish to have more control, so I have developed the following technique 

which results in a taiten effect but with more regular dye pattern. 
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Detail scarf, 60/2 silk, modified taiten, acid dyes. 4 shafts. 

In this modified form, 2 shafts are required for plain weave and two for the resist. 

 

The basic draft for taiten showing areas of plain weave separated by two resists. Adjust the spacing 

of plain weave as required. Note that each section of the plain weave starts and ends so that there 

will be a doubled thread either side of the resist threads- a similar effect to traditional taiten. The 

resist shafts mirror each side of the plain weave fabric. They will work in pairs when the resist is 

drawn up. 

The sett is calculated on the yarn used for the warp and includes the two additional threads used for 

the resist. So, if the sett for the yarn used for the fabric was 14 epcm (35epi), following this draft two 

repeats of six threads for the fabric and two for the resist would be wound. If possible, use the 

system of denting where the fabric warps are separate to the resist. 
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When the resists are pulled up the opposing pressure forces the paired fabric warps apart ensuring 

the gap remains pronounced. As each resist is the same on either side of the plain weave, the dye 

lines are forced to remain horizontal. 

 

Modified taiten with lace weave decorative border, silk.  

To enable this decorative border to be woven three extra silk warps are wound in the standard 

modified taiten warp. The weaver has the choice of weaving taiten or a plain weave fabric. In this 

case the plain weave also utilises a lace pattern feature. When the resist is not used it floats behind 

the plain weave fabric. Alternatively those three extra fabric warps float behind the weaving when 

taiten is being woven. 

As with traditional taiten, this extension can be used horizontally. Blocks of plain weave or a 

structure that can be woven as plain weave is required.  
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Chapter 3. 

Weaving conventions used. 

 

Weavers are very fortunate. They get to design both the fabric and the resist pattern unlike those 

doing traditional stitched shibori who have to use whatever commercial fabric is available. 

When all the process of woven shibori is completed and the resist threads removed, all that is left 

will be the actual fabric. The fabric needs to have integrity. It needs to be able to support whatever 

process is to be carried out with woven shibori. I also consider it to be at least equally important that 

the final resulting fabric should be interesting and fulfil its function as a cloth. 

Fabric Structure 

Plain weave 

Plain weave provides a good background for all woven shibori pattern and is the most common 

fabric structure used with it. Many of the structures that are adapted to woven shibori have the 

ability to weave plain weave. Plain weave achieves a uniform, neutral, flat surface. It allows the 

surface design to be totally dominant.  

 

Two fabric lengths, cotton, weft shibori, discharge, fibre reactive dyes. 8 shafts. Photo: Andrea 

Higgins. 

 

These two fabrics shout colour effect. They are both woven on plain weave. In one the dye effect is 

clearly defined while the other is more random. The complexity of the dye effect would potentially 

overcome any ground structure pattern. 
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However, as the designers of the cloth, weavers may choose to complement a shibori pattern. Even 

if only plain weave is used, checks and stripes can provide an interesting background for a dye 

pattern. In fact, any dye or colour and weave technique can underpin shibori pattern. 

Image checks, ikat. (slide) 

Scarf: mercerised cotton, warp shibori. 4 shafts.  

Twill 

Plain weave may not however be the best possible structure to choose for a particular project. Often 

it is more ideal to use a fabric that will drape. Twills will achieve this. Twills do however result in a 

thicker fabric than plain weave when the same yarn is used. This may result in a heavier dye pattern. 

A basic twill will provide a nonintrusive background for dye pattern. 

Images comparison plain and twill 

If a more interesting cloth is preferred, then a more complex twill may be chosen. A simple dye 

pattern will allow the more complex fabric design to be readily seen and yet add an extra dimension. 

 

Barrier Reef Series: scarf, silk, twill fabric (two structures), warp dyed, warp shibori, fibre reactive 

dyes. 24 shafts. Image: Andrea Higgins. 
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Alternate structures to twill and plain weave. 

We are hand weavers. It is within our capability to weave interesting cloth. Plain weave and twills 

have their place in providing a neutral background for a dye pattern, but we may also choose to 

create a more interesting cloth. 

A more complex cloth can be obtained by the addition of extra elements. A woven shibori pattern 

can unite several elements, achieving a more interesting whole. 

 

Detail of a scarf. Wool, silk, warp ikat, supplementary warp, warp ikat, acid dyes. 4 shafts. 

 

Often it is possible to weave several structures from one threading. On a point twill threading it is 

possible to weave plain weave, a supplementary weft pattern and a pattern with long floats for 

woven shibori. Often this will result in design elements that relate. 
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Scarf, silk, plain weave, supplementary weft, weft shibori, fibre reactive dyes, metallic fabric paint. 

24 shafts. Image: Don Hildred 

While sometimes one structure provides many different elements that combine in the final cloth, it 

may also be desirable to bring two different techniques together to make a complex design. 

 

Detail of Graffiti, two-tie unit weave, twill resist (warp shibori) discharge, fibre reactive dyes. 24 

shafts. Photo: Don Hildred. 
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A shibori pattern need not be always the dominant feature of the final cloth. It can be just one 

element in a combination of several elements. 

 

Fabric length, silk, cotton, novelty rayon, plain weave, twill, supplementary warp, warp shibori, fibre 

reactive dyes. 24 shafts. 

 

In fact, many structures apart from the usual plain or twill weaves may be used in conjunction with 

woven shibori. All it takes is a bit of imagination, some informed decision making as to an 

appropriate weave structure and perhaps a compromise between dye and fabric designs and the 

number of shafts required. 

Warp, weft or balanced structure. 

While woven shibori is mostly carried out on a balanced weave (or close to it), extreme weft and 

warp faced structures should not be discounted. 

Ideally the characteristics of the fabric should be considered. Sometimes a textile is easier to fold in 

one direction than the other. In this case a weaver can choose to put the resist in the direction that 

will pull up most easily. A warp faced textile will often pull up lengthwise more easily. If you have 

woven a textile with a similar faced density, feel how easily it will form folds in either direction and 

base your choice of warp or weft shibori accordingly. 

Image 

Table runner inspired by West Timor, warp faced fabric, warp shibori, fibre reactive dyes. 

Consider the surface of the textile. Dips and valleys may allow dye to run along these. A resist may 

be used in the direction to reduce this dye run or an alternative way of adding surface colour may be 

used. 

Often with very dense and thick fabrics whether it is to be used for warp or weft shibori, simple large 

scale dye patterns are more effective and easier to achieve. 
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Sett 

Sett and the fabric 

It is important to use the appropriate sett for your finished cloth and for the project that you are 

doing.  

However a sett that achieves a good density and a firm surface is an appropriate place to start for a 

woven shibori project. 

A fabric with a loose sett will allow the dye to pass through rapidly. A firmer cloth will be more 

successful.  

Be aware that a loosely woven fabric may become distorted when the resist is tightened. 

An extremely dense sett with the same yarn may result in a dye pattern that is one faced or that has 

ŀ ǎƘŀŘƻǿ ŀǎ ǘƘŜ ŘȅŜ ƘŀǎƴΩǘ ōŜŜƴ ŀōƭŜ ǘƻ ǘǊŀƴǎŦŜǊ ǘƘǊƻǳƎƘ ǘƘŜ ŦŀōǊƛŎΦ 

However, as weavers we should embrace diversity and the ability to weave cloth as open or as dense 

as we choose - as long as it is an appropriate sett for the final project and in this case that it is 

appropriate for whatever surface treatment is chosen. 

Sett and stitch length 

Be aware that the stitch length will have a direct correlation to sett. The number of threads a 

supplementary weft or warp passes over or under converts directly to a specific measurement. 

If a stitch length is over six threads in either the warp or weft direction and if the sett is 12 epcm or 

ppcm, the stitch length will be 0.5 cm. In a similar way if the sett is 32 epi or ppi, then the stitch 

ƭŜƴƎǘƘ ǿƛƭƭ ōŜ ѻέΦ  

Weaving Width 

It is possible to carry out the process of woven shibori on very narrow widths for weft shibori or very 

short lengths for warp shibori as long as enough resist yarn is accessible to pull up the design. Extra-

long loops may be left at the side in weft shibori to facilitate this. When weaving warp shibori, allow 

some unwoven warp between projects.  

It is also possible to weave to maximum width on a loom- even double width for weft shibori or long 

lengths of fabric in warp shibori. It requires a methodical approach when pulling up the resist. 

Thickness of yarn and fabric 

A very fine yarn produces a fine fabric. A fine fabric allows for small scale dye design, good definition 

and good penetration of dye. 

A heavy yarn produces a thick fabric. A thick fabric achieves a large scale dye design with a broad 

dyed edge. It may result in a dye pattern that is predominantly on one side with little transference of 

dye from one side to the other. 

The same yarn may be used to weave fabric of different thicknesses. A thicker fabric results in a 

heavier dye line. The dye line in the following example, which combines both a single layer with a 

pile cloth, clearly illustrates this. 
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Cut and uncut velvet stripe on plain weave, silk, weft shibori, acid dyes. 8 shafts. 

 

Note that this fabric provides an additional example where weft shibori was a better technique to 

use than in the warp. Dye would have flooded down between the edge of the pile and ground fabric. 

Fibre composition. 

Fibres and surface design 

Woven shibori lends itself to a whole range of surface design applications. It may be dyed, 

discharged, overdyed, shaped and sculptured. It may have fibres eaten away using chemicals or 

altered.  The application of whatever process being used must be appropriate for the yarn 

composition. Different processes require different yarn compositions. 

Cellulose fibre reactive dyes require a cellulose yarn (cotton, linen, bamboo, rayon, tencel, or any 

fibre with a plant base) or silk to work. Acid dyes require wool, silk and animal fibres and nylon. 

Different fibres require different mordants when carrying out natural dyeing. Other synthetics 

όǇƻƭȅŜǎǘŜǊ ŀƴŘ ŀŎǊȅƭƛŎǎύ ǿƻƴΩǘ ŘȅŜΦ ! ōƭŜƴŘŜŘ ȅŀǊƴ ǿƛƭƭ ǇƛŎƪ ǳǇ ǘƘŜ ŘȅŜ ŀŎŎƻǊŘƛƴƎ ǘƻ ŦƛōǊŜ ŎƻƳǇƻǎƛǘƛƻƴ 

and the type of dye. 

Some fibres work well with discharge while some are damaged. Some dyes require specific forms of 

discharge. Bleach may be used on cellulose fibres however silk for instance will be destroyed. 

Thiourea dioxide will work well on fibre reactive dyes for both silk and cellulose. 
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Meeting Place VII, cotton, double weave, discharge, natural dyes (eucalyptus), warp shibori. 8 shafts. 

Photo: Don Hildred. 

 

A fibre that will be permanently pleated needs to be thermoplastic- in general synthetics.  

Silk while it may retain memory for a short while will have pleats that become less distinct over time.  
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Coral Polyps, triacetate acrylic with wool, lace weave echoed with warp shibori, permanently 

pleated. 24 shafts. Photo: Andrea Higgins. 

 

Specific surface treatments do require specific fibre compositions.  It is important to understand the 

process required for a specific surface design technique to be able to choose an appropriate fibre 

composition. A surface that will require heat to complete the setting process, such as foiling, and the 

use of some fabric paints will require a fibre that can have more extreme heat applied, often a 

cellulose fibre.  

Devoreῂ requires either two yarns being used together or a blended yarn. When a chemical is 

applied, one of the fƛōǊŜǎ ƛǎ ΨŜŀǘŜƴ ŀǿŀȅΩΦ tƻǇǳƭŀǊ ŦƛōǊŜ ŎƻƳǇƻǎƛǘƛƻƴǎ ŎƻƳōƛƴŜ ŎŜƭƭǳƭƻǎŜ ǿƛǘƘ 

synthetic. It is the cellulose fibre that will be removed.  

Image 

Scarf, invisible sewing thread and cotton, warp shibori, devoreῂ. 8 shafts. 
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Fibres and fabric design 

Combining yarns with different fibre compositions in one piece allows for the use of differential 

dyeing.  

Consider winding a warp with stripes of different yarn compositions. When placed in a dye bath, it 

can be intended that one takes up the dye while thŜ ƻǘƘŜǊ ǿƻƴΩǘΦ /ŜǊǘŀƛƴ ŘȅŜ ōŀǘƘǎ ǘŀǊƎŜǘ ǎǇŜŎƛŦƛŎ 

yarns, while others will dye broad spectrum fibre compositions. Choose the dye systems to cater to 

specific requirements. 

 

Scarf, wool and triacetate/ acrylic, warp shibori, acid dyes. 4 shafts. The acid dyes will only dye the 

wool. 

 

Several dye baths may be used each targeting specific yarns of different fibre compositions. 

Image. 

Scarf: cotton and wool, warp shibori, procion and acid dyes. 

When weaving double weave or textiles combining warp and weft faced structures, interesting 

effects can be achieved with areas that take up no dye or less dye. 
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Detail Crossing the Centre, wool, triacetate acrylic, doubleweave, acid dyes. 24 shafts.  Photo Andrea 

Higgins 

 

Texture of yarn 

Weaving with heavily textured yarns may result in areas with less density in the woven cloth. These 

areas may be a point that allows for the dye to leak through. A tighter sett or a structure that 

provides a fabric with a greater density or a thicker fabric may be appropriate. A dye or surface 

treatment may need to be modified to overcome this. 

image 

Simplicity versus complexity. 

As a general statement, if a dye pattern is complex and covers the entirety of the fabric, then the 

fabric structure will be less noticeable. Consider whether it is worth the effort and the number of 

shafts that will be needed to create a complex weave structure, only to have it overwhelmed by the 

dye pattern. Of course a more interesting fabric structure may be more engaging to weave and that 

in itself may not be discounted. It is also interesting to consider that while a complex dye pattern will 

visually overcome a complex fabric structure, it may be of benefit to use a more complex structure 

purely to achieve a more desirable drape or hand. 

Image: busy pattern with drape. 
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