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CHAPTER 1

INTRODUCTION

Krokbragd is the Scandinavian weaving technique that is difficult to pronounce, slow to weave and yet strangely addictive to those who learn to master its intricacies.
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Angie Parker, detail from Bristol krokbragd rug, 2020, handwoven contemporary krokbragd rug, rug wool on linen warp. (PHOTO: ARTICLE STUDIO)



In the expansive world of multi-shaft handloom weaving, an appetite to grow in knowledge and experience is a familiar path for many textile enthusiasts. With so many varied techniques to study and conquer, limiting oneself to a niche and specific type of weaving is unusual. But a longtime fascination with krokbragd, bordering on obsession, has kept me captivated for over 30 years, and I’ve yet to exhaust the possibilities of this traditional Norwegian weave structure. This fixation has inspired my work, my business and now, this book.

The book’s primary purpose is to import what I have learned in my career so far. The chapters will cover equipment, materials and technical information alongside an abundance of patterns and samples, plus projects to suit different skill levels. Of equal importance is an exploration of the history of the technique, the role women have played in its existence, and the value of pursuing specialist handwoven textiles today. Finally, I want to inspire and enable those who wish to discover their own style and voice within the parameters of this time-honoured craft. Many of the examples and instructions will focus on how I create contemporary designs using this traditional technique. I will present a record of how krokbragd has evolved and a snapshot of what it looks like in the first quarter of the twenty-first century.
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Angie Parker, yellow chairs, 2013, cotton warp and weft on upcycled dining chairs. (PHOTO: JEFFERSON)



Love at First Pick

My love of krokbragd began in the early 1990s when I trained in rug weaving at art college. My tutor, the late Master Weaver Susan Foster (1924–1993), was a peer of British weaver Peter Collingwood and provided a solid grounding in rug weaving. The workshop technician, Jan Beadle, introduced our cohort to experimental yarns and paved the way for me to learn to play. When Susan died, I sensed that the skills she taught me would play a part in my future, and after graduation, a floor covering award at London’s New Designers showcase cemented my desire to have my own weaving business. From then on, I concentrated on the weft-faced, boundweave rug structures that this book will focus on, but it took me 20 years before I could afford to set up my business.
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Angie Parker, detail of Danish Disrupted upholstery fabric, 2019, cotton warp and weft.



An attraction to bright and clashing colours goes some way to understanding my passion for this technique, as it lends itself particularly well to weaving with colour. There are no limits to how many times you can change colour in the weft, within reason, and the technique allows for spontaneous design during weaving. This suits my creative process, and suggestions for learning to weave this way are covered in the book.

The primary focus in my weaving krokbragd, up until now, was to produce a design that doesn’t look like traditional krokbragd. Something different from what my predecessors and peers created. However, the additional research I have carried out for this book has given me a more profound respect for this technique’s traditional elements. For the first time, I have been compelled to create work that celebrates its origins more clearly through my colour and pattern choices.

The honest and practical side of rug-making appealed to me when I was studying, and functionality remains at the heart of my weaving practice. When I discovered krokbragd, I immediately got a sense of order and freedom simultaneously. Within the restrictions of the simple repetition, I saw infinite designs. With each sample I weave, another seven or eight stack up in a queue in my mind. This technique has yet to lose its appeal after three decades, and it is my comfort zone when I’m weaving, a muscle memory steering my hands and feet. I realised long ago that exhausting the design combinations in one lifetime would be impossible, and still, my time at the loom feels exciting and fresh. Once the primary methods are covered in the book, it is this appetite for play and experimentation that I wish to bring out in the reader.
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Angie Parker, detail, Tribute, 2023, length 180cm including tassels, width 86cm.



These days, producing krokbragd weaving is generally considered a luxurious craft hobby, often woven for pleasure rather than for any commercial enterprise. Those weaving krokbragd within a craft business model tend to have supporting income streams such as teaching or an unrelated job. Generally, handweaving has to appeal to the luxury craft buyer, so the finish must be of a high standard, and branding and marketing are almost as important as technical ability and strong design. Although incomparable with the hardships experienced by weavers in the eighteenth and nineteenth centuries, as we will soon discover, there is still an element of struggle associated with the technique in execution and in generating a reliable income stream.
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Angie Parker, Fryktlos, 2017, 154.5cm × 82cm. (PHOTO: YESHEN VENEMA)



That said, hand weaving remains a thriving craft practice worldwide, despite mills and factories taking on cloth production since the Industrial Revolution. Renowned British weaver Ethel Mairet (1872–1952) played a significant role in ensuring its popularity in the UK. Mairet fought for the rightful place of hand-loom weaving at the start of the Industrial Revolution when cloth-making moved from being a cottage industry to one of mass production. She was a skilled weaver and pioneer of Britain’s twentieth-century modern craft revival.
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Angie Parker, detail, Zest, 2014, 31cm × 78cm, warp: cotton, weft: various.



While Mairet recognised the importance of power looms, she was rightly concerned that the textile industry would risk sacrificing quality for quantity without understanding the materials and design processes that occur when handweaving. Her fears have been realised 100 years on as we address mass production, over-consumption, fast fashion and the devastating impact of this on the climate.

Another contributing factor to this rise in the popularity of handweaving is the inclusion of this discipline in contemporary art establishments. The 2018–2019 Tate exhibition of Bauhaus weaver Anni Albers is a testament to this celebrated weaver and the ongoing interest and popularity of hand weaving and textiles, which are being more widely recognised as Applied Art. The appeal of woven textiles was reinforced by the success of the exhibition celebrating the life and work of Polish weaver and artist Magdalena Abakanowicz in 2023. The Garry Fabian Miller exhibition at Bristol’s Arnolfini in the same year included historic and contemporary weavers Ethel Mairet, Dovecot Studios, and Dash and Miller. In these instances, we see weavers of the past informing the present. In the same way, the heritage of krokbragd plays into the work of current practitioners.
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Garry Fabian Miller, 2023, Adore Installation, featuring Dash and Miller. Arnolfini, Bristol, UK. (PHOTO: LISA WHITING/GARRY FABIAN MILLER)



Teaching and Learning

In the United Kingdom, there are now fewer further education courses offering weaving as a subject and none offering flat rug weaving, so more and more established handweavers offer teaching alongside running a creative practice. Many people now learn how to weave krokbragd through weaving guilds, organisations and even YouTube, with many such groups established in most major cities globally. Having a physical place to regularly meet and share experiences and resources is crucial, as so much of weaving is tacit knowledge. In the United Kingdom, specialist centres such as the Loom Shed in Somerset and Devon Weavers Workshop also enable members to rent a loom in a purpose-built space and offer tuition and courses in handweaving. In America, there is the Vävstuga weaving school in Massachusetts, amongst others.
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The Loom Shed, weaving teaching and resource centre, Somerset, UK.



The Journey of Krokbragd

A passion for a topic is a fortuitous position from which to begin telling the story of krokbragd. However, only a little information is recorded compared to other historical textiles. This is likely because its history is embedded in Norwegian folk culture, with few records from this time. Experienced weavers taught younger weavers by showing them what to do, rather than using written patterns. Patterns were either copied from an earlier piece or created at the loom. Thankfully, those who share my interest have been generous with their research and knowledge. This has changed how I see krokbragd and provides a solid foundation for understanding the living and weaving conditions experienced by the women weavers outlined in the next chapter.

There is general agreement that the name translates into ‘crooked pattern’, as a literal translation sees krok, in this instance, become ‘curve’. The patterns meander in a jagged style, as the name suggests. The bragd is an old term for pattern in Norwegian textiles, in the sense of patterns repeated systematically in a line. Another translation of bragd is feat, which is also fitting when considering the working conditions of the originators and the challenges when learning to weave it. Any variation in interpretations becomes part of a rich and well-travelled history.

The pronunciation of the name krokbragd is the first challenge. If you’re not fluent in Norwegian, it isn’t a word that flows naturally. I’ve encountered three common variations over the years, the first of which was passed on to me by my tutor who called it ‘crow-brod’. I stood by this version for many years out of respect for her teaching. However, I have since been coached by a Norwegian ex-student and friend. ‘Kruuk-bra-g-d’ is now my preferred pronunciation, with each letter being pronounced. Krok, like in crocodile, is also a popular version, and I support the view, once again, that the variations in pronunciation are a recognition of the miles the technique has travelled from its humble beginnings. Fortunately, it’s such a distinctive name that it’s easy to recognise whichever way is attempted.
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Angie Parker, detail, Anything, Everything, All at Once, 2021, various yarns in the weft, cotton warp.




[image: image]

Robbie LaFleur, Danskbrogd Moose, with krokbragd, 2018. (PHOTO: PETER LEE FOR ROBBIE LAFLEUR)



How skills are shared has played a big part in this weave technique’s enduring and growing popularity. Initially, different regions of Norway would have had variations in patterns and colours similar to regional accents. Because of the isolation created by mountains and fjords, weavers had limited opportunity to mix or share skills and designs beyond their immediate circle. Immigration from Norway to the United States and Canada allowed the patterns and techniques to become embedded in USA culture as part of a broader recognition of Scandinavian textiles. In Decorah, Iowa, the Vesterheim Norwegian-American Museum and Folk Art School explores the diversity of American immigration through its collections of historic and contemporary Norwegian folk arts. As a museum curator and weaver, the late Lila Nelson (1922–2015) played a significant role in preserving and reviving Nordic weaving traditions in America. Her life’s work has inspired a generation of weavers who share her passion and continue her legacy. Robbie LaFleur, weaver and present editor of The Norwegian Textile Letter, is an enthusiast whose knowledge, talent and generosity will ensure that these textiles continue to play a role in the future. The contributions of these women and many other individuals to weaving should not be underestimated at a time when we prioritise technological advances over craft skills.

Technology and Krokbragd

The internet and social media have a part to play in the resurgence of interest in weaving krokbragd, enabling patterns, strategies, and new ideas to reach weavers worldwide. Sharing resources on this scale might risk losing the regional nuances that the craft has enjoyed over the centuries, but this can be weighed up with keeping a traditional way of weaving relevant.

One of the book’s contributors, Petra Marciniak, living in France, explains here how social media led her down the crooked krokbragd path:

I discovered krokbragd first through an online tutorial while still weaving on a rigid heddle loom. Afterwards, I started some research about the technique and stumbled immediately upon Angie Parker’s account on Instagram – love at first sight! The colours, the joyfulness, and my love for rugs… I knew instantly: That’s what I wanted to create too… which led me to take lessons in multi-shaft weaving, buy my first multi-shaft loom and finally open my own weaving business.


[image: image]

Petra Marciniak, detail, handwoven krokbragd wall hanging, 2020, cotton warp and weft, 40cm × 75cm. (PHOTO: GUILLAUME MÉDARD FOR PETRA MARCINIAK)



It’s interesting to consider the role of smartphones, tablets and laptops in sharing, replicating and preserving these humble weaving techniques that were once limited to isolated farms and their inhabitants.

In an increasingly digital world, the value of well-crafted objects and the centuries of experience and knowledge that have gone into making them are becoming ever more significant. This idea is explored by curator and scholar Glenn Adamson in his 2018 book Fewer Better Things. In it, he holds a mirror to a present-day, smartphone-centric society in which we risk ‘losing an intimate connection to physical objects which have nurtured human development for thousands of years’.

The skills and experience bound up in each handwoven bedcover from the eighteenth-century farmsteads are what Adamson refers to as ‘material intelligence: a deep understanding of the material world around us’. A few hundred years ago, ‘this skill set was nearly universal in the human population’ as everyone worked towards the same goal of getting through the daily and seasonal work. However, the scientific and industrial progress we celebrate today has freed us from the necessity of these survival skills and instead left us with a choice about the level of materiality we wish to engage with. Many makers now feel responsible for encouraging and nurturing the desire to reconnect with handmade objects.

Well-Being and Mental Health

Krokbragd was initially woven in sparsely furnished Norwegian farmhouses where every household item was highly valued, and each family member had a role to play in running the farm and providing food and comfort. While we would wish to refrain from reverting to those challenging and humble living conditions, the advancements in technology and time-saving devices today have brought as many problems as solutions. Many individuals now turn to making things as a hobby, seeking to slow down and find balance amidst the constant pressures of work and life.

The repetitive process of weaving can be meditative, helping to reduce stress and anxiety, and the benefits of creating with our hands and its positive impact on wellbeing are clearly established and supported by healthcare professionals. We’ve advanced so far that we often choose to spend our free time doing the things we once had to do to survive, to balance the stress of modern living.
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Angie Parker, 2023, project example, lavender bags (see Chapter 9 for instructions).



Hand weaving is an excellent choice if you seek mindfulness. It can’t be hurried, and there comes a point when you can’t be any more efficient. Accepting the time it takes is liberating. Weaving can also provide a sense of connection, whether to a community of weavers, the materials used in the process, or the past.

In this book, I will pay tribute to what has come before in terms of those who have practised this time-honoured craft and hopefully pave the way for what will come next. There are slight variations in how krokbragd can be woven, which isn’t surprising when we explore its origins and global journey. I will mainly focus on my experiences of weaving krokbragd. These will vary from those other teachers use, and hopefully, each generation and individual weaver will add their own experiences to the weaving produced.

Remaining true to the core values of Scandinavian woven textiles and their usefulness in the home or as clothing, the projects in the book are intended to demonstrate a few ways we can incorporate handweaving into our homes and lives and turn woven samples into practical and decorative homewares. I encourage new krokbragd weavers to follow the patterns in the book to gain a level of understanding. However, the purpose isn’t to create carbon copies of my work but to learn the language and use this knowledge as a springboard to find their own creative voice and style.
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Angie Parker, detail from Bristol krokbragd rug, 2020, rug wool on linen warp.



It is only possible for me to write a book about making by looking at why we make things. I return to Adamson to illustrate that an object is a ‘point of contact between people. Every object represents a social connection.’ This epitomises the role of the contemporary craft maker today and brings to mind the connection with the weavers who have come before. In this book, a connection spanning hundreds of years is prevalent, and in recording the intricate details of how these objects are made for reference, there is hope for the future versions of krokbragd.

My final wish is that this book inspires and ignites a passion that tempts readers away from the comfortable and never-ending world of the internet and into the slightly messy, frustrating and ultimately rewarding and colourful ‘world of string’.


CHAPTER 2

HISTORY

To fully appreciate handwoven krokbragd, it is beneficial to understand its origins. If we travel back to the Middle Ages, we discover how impressive it is that these woven heirlooms were ever created in the first place. Geography and climate meant that Norway was relatively isolated from the rest of Europe. This isolation prevented access to the industrial advancements in textiles, which benefited mainland Europe. Out of necessity, handweaving flourished in the home into the twentieth century. Many preserved examples of krokbragd came from Buskerud in central Norway, but it was woven in farmhouses in most of the country.
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Angie Parker, Tribute, 2023, 89cm × 150cm.



Origins of Krokbragd

Fascinating insights into the challenging living and working conditions of the women who originally wove krokbragd and a greater understanding of their place in its history are recorded in The Woven Coverlets of Norway by Katherine Larson. In her book, we learn that weaving fabric for clothing was the priority in such a cold climate, but decorative and practical bed covers, known as coverlets, were also produced. Another observation from her research shows that despite the krokbragd coverlets being treasured items, the technique was the poor cousin of the other weaving techniques practised around Norway, such as tapestry and rutevev (or square-weave), which were valued more due to their complexity.

Some surviving examples show combinations of numerous weaving methods in each piece. A modern-day example combining two types of weaving is displayed in Robbie LaFleur’s 2018 wall hanging, Another X.

Inspired by a set of nineteenth-century coverlets from Kristiansand, Norway, LaFleur combines krokbragd with another traditional technique known as danskbrogd. The ‘X’ in her work refers to the religious symbolism associated with the patterns used in folk weaving, which may have been used to ward off evil while others represented love and happiness.

The seasons dictated the lives of the weavers, with textile production just one of the numerous tasks necessary for survival. Summer was for farming, sheep shearing, growing crops and plants for fibres and natural dyes, as well as preparing raw materials for the long, hard winter. Carding, spinning and weaving would fill the cold, dark days and long nights in autumn and winter. This was a time for turning flax and wool into yarn, handing down textile skills and tales of folklore to the next generation, and instilling an essential work ethic in younger members of the family.

Beside the fire, source of heat and light during the long winter nights, beliefs and fears that sustained a way of life were renewed while every hand was busy with the tasks that would ensure the family’s survival.

K. LARSON, THE WOVEN COVERLETS OF NORWAY

Carding and spinning were done until Christmas, and the loom was then brought out of storage. The weaving commenced: clothes for the family and farm workers, rya blankets for fishing boats, bedding and kitchen linen. The loom could be re-warped up to seven times each winter with around 30 metres on each warp. Unsurprisingly, the family took turns weaving to ensure the loom was fully utilised. Finally, when all the essential cloth was completed, and some materials were left over, decorative homewares and heirlooms would be woven. These artefacts were a credit to the women’s exceptional time management and skill.
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Veland, Gjertrud Johannesdatter, traditional krokbragd and square weave coverlet, date unknown, length 152cm × width 119cm, Bymuseet i Bergen, Norway. (PHOTO: CITY MUSEUM OF BERGEN)



There was a sense of competitiveness amongst the weavers in neighbouring farms to be the first to set up the loom and an element of boasting when displaying the decorative fruits of their labours. The religious rituals and celebrations in the winter months may have been added to the calendar to motivate and reward the workers for the long and arduous days on the loom.

Within contemporary textile circles today, it is easy to take for granted the knowledge and skill of the spinners, weavers and dyers who produce yarn and cloth from crops and livestock. But for many, this skill set is like alchemy. It is difficult to comprehend how hard it was for the women to fit all these tasks around working the farm and raising the family.
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Robbie LaFleur, from the X series, 2018, danskbrogd/krokbragd. (PHOTO: PETER LEE FOR ROBBIE LAFLEUR)



Despite the challenges, the warm woollen coverlets woven using krokbragd were commonplace in homes and farmsteads. The coverlets or åkles (pronounced ‘oh-kleh’) suited the purpose as the firmly beaten-down weft created a thick, durable finish. They were also called tjukkakle, which means thick coverlet. Some were so thickly woven that lifting them to get out of bed was challenging, and often, two were woven and stitched together to make a larger cover.

Each farm and region had its own distinctive style and colours. The resulting coverlets were prized possessions on display as the top cover of the cot beds, the main piece of furniture in the small farmhouses. Once chimneys became commonplace and the interiors were less sooty, woven pieces adorned the walls, adding much-needed insulation in the long, cold winters.
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Krokbragd coverlet, 63in × 52in, wool on cotton, by Anna Beintsdatter Finsaadal (1820–1898), from Lauvsland, Finsland, in Vest-Agder County, Norway. It was woven before 1898, probably 1870s to 1898. The intensity of some of the colours suggests that imported plant dyes were used, such as indigo and cochineal. Vesterheim Norwegian-American Museum. (PHOTO: COURTESY OF VESTERHEIM NORWEGIAN-AMERICAN MUSEUM, DECORAH, IOWA)



The coverlets were often presented as wedding gifts and used to decorate the home during festivals and times of celebration. The patterns were simple, with small, solid motifs woven using at least five colours and often many more. Initially, the colour choices were determined by the wool and natural dyes available. Most common were the white, brown and black sheep wool. After that, red dominated, and gold, green and blue were added where available. The introduction of chemical dyes in the 1850s made it much easier to produce bright colours, but this did cause upset amongst those who wished to preserve the cultural heritage of using natural dyes. The ease with which colour can be used in the weaving has ensured that krokbragd is synonymous with colour and pattern in today’s weaving networks.
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Handwoven krokbragd coverlet, 64.5in × 48in, wool on linen. The wool for this coverlet was spun and dyed by Helene Jørgensdatter Drengenes Villesvik (1824–1913), who also wove the coverlet. She lived at Villesvik (farm) in Eivindvik parish, Gulen municipality, Sogn, in Sogn og Fjordane County, Norway. It was probably woven in the 1870s. Helene gave the coverlet to her son Ole Johan Villesvik and his wife Hannah Varner when they married in 1894. Ole (1855–1919) immigrated to Minneapolis, MN, in 1885 and worked in a sawmill. Vesterheim Norwegian-American Museum. (PHOTO: COURTESY OF VESTERHEIM NORWEGIAN-AMERICAN MUSEUM, DECORAH, IOWA)



The pattern variations and colour choices opened up endless design options, which is often the appeal of this weave structure. The structure is called boundweave, and it is explained at the start of Chapter 5. There are various names for boundweave techniques, depending on the country or region where they are being woven. Some you might find would be bunden rosengång, rosenbrogd, Flessburgsmett, and treskaft. These are all boundweave structures on either three or four shafts and are woven in repeated treadle order, with colour changes creating the design.

Rows of these small patterns in knitted and woven textiles are familiar these days. Krokbragd motifs of small squares, zig-zags and crosses resemble the popular sweaters we associate with typical Scandinavian design when woven in their traditional form. The earliest preserved pieces of krokbragd date back to the eighteenth century, and there is evidence in Nordic countries that the technique existed in the Middle Ages. Krokbragd was woven in Sweden, Finland and the Baltic countries, as well as Norway. In The Techniques of Rug Weaving, Peter Collingwood writes about the common belief that adding a third shaft, needed for krokbragd, first dates back to Syria more than 2,000 years ago. Cloth woven on a warp-weighted loom is also documented in the Oslo researcher Marta Hoffman’s 1974 edition of The Warp-Weighted Loom, and images of fragments of twilled cloth woven using these three-shaft looms dating from the ninth century can be viewed online in the Norwegian Digital Museum. This incredible resource is a growing record of artefacts from Norway and Sweden’s many museums. It enables everyone with an internet connection to view the museum collections, which include many examples of krokbragd and other boundweave techniques.
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The Horde Museum, Norway, handwoven krokbragd coverlet, date unknown, length 175cm × width 110cm. (PHOTO: CITY MUSEUM OF BERGEN)



The looms used for weaving progressed from upright warp-weighted to the more familiar shape of the floor loom. Due to limited space, the looms were packed away in the summer when farming took precedence and were brought out only in the winter months.
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The Warp-Weighted Loom. Oppstadveven – ‘the warp-weighted weave’ – has been used in Norway since prehistoric times and onwards in the nineteenth century and in individual areas in Western Norway well into the twentieth century. The fabric has a standing warp and was woven from top to bottom. From olden times, it was used for all kinds of textiles, and towards the end, it was used only for clothing.



Most krokbragd coverlets were woven using the three-end-point threading detailed in Chapter 5. However, occasionally, a double-point threading, ‘double krokbragd’, was used, creating a more complex design that will be explored in Chapter 9.

Many examples of weaving that have found their way into museum collections in Norway were procured from farmhouse auctions in the 1950s or donated by individuals. They come without information about the maker, only a location, so it’s difficult to attribute the pieces to named weavers. One exception is a piece attributed to Anne Olsdtr from Løland in Vegusdal, born in 1819. She was the greatgreat-grandmother of the donor, whose father recognised the weaving when it was discovered in a box and shared the story of it being handed down through the generations.
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Woman at the Loom, 1874, by Adolph Tidemand, Gulsvik, most likely a prosperous family with a relatively spacious home to accommodate the loom. Oil on canvas, Oslo, 43.5cm × 55cm, The National Museum of Art, Architecture and Design, Visual Art Collections. (PHOTO: BØRRE HØSTLAND)



In amongst a great deal of indifference towards krokbragd weaving, there are, fortunately, individuals outside of the museum sector already mentioned in Chapter 1 who work to ensure the history of the technique is preserved. Kristi Skintveit and Karin Bøe are examples of weavers, researchers and authors on the topic. Bøe, who settled in Setesdal in 1995, has generously shared her findings and examples.

Bøe’s ancestors came from Marnardal in the South of Norway and wove krokbragd and other techniques. These inherited heirlooms inform the weaving Bøe produces today in her weaving school, Valle Vev, in Setesdal.
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Inscription: 1668 Norway, Aust-Agder Valley Norwegian Folk Museum.
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Anne Olsdtr, assumed 1800–1900, woven krokbragd, plant-dyed wool from home-bred sheep and cow hair, length 76cm × width 64cm, from Setesdal.
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Detail showing the front and back and original colours before fading.
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Ingebjorg Mikkjelsdatter Harstad assumed b.1875, krokbragd coverlet, found inside a sofa by the son of the presumed weaver, 35cm × 135cm. (PHOTO: KARIN BØE)



Most of the historical examples we can see today are faded, but by parting the threads, we can see the original shades, which were rich and vibrant. Few plant-dyed krokbragd coverlets remain, but one has inspired Bøe in her weaving. It is assumed to be woven by a psychic named ‘Wise Taddeiv’ (1836–1916). He came from Bykle, north of Setesdal, and his dyeing, weaving and psychic skills made him legendary. Bøe emulates his highly regarded colour choices in her designs.
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Belonging to Karin Bøe, damaged krokbragd coverlet from her inlaws’ farmstead in Valle, near Setesdal, 58cm × 91cm. With plant dyes: 70cm × 132cm. From the Biedermeier sofa: 35cm × 135cm. From the farm Viki: 58cm × 91cm. (PHOTO: KARIN BØE)
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