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The book | am presenting, as Head of the Art and Design Academic Department, is
a very valuable contribution from Keiko Watanabe to our unit, with the purpose of
handing down her investigation to us, heirs to the Paracas culture: Peruvian people. It
has been reviewed and contextualized in an outstanding essay by Ann Peters, expert
researcher of the Paracas culture, widely acknowledged internationally.

As coordinator at AXIS Arte, an interdisciplinary team for research and development, |
am pleased to introduce the research article on which the work carried out with Keiko
Watanabe since 2017 is based, promoting workshops on the recovery of the Paracas
knotting technique in the Faculty of Art and Design. These interdisciplinary spaces
have had the participation of museums’ specialists, textile conservators, and people
interested in the subject; along with Yuki Seo, creating great expectations, and the
urge to spread and expand the Paracas textile techniques.

The participation of young artists in these workshops has to be pointed out. They
utilize textile techniques for their artistic creations and have incorporated Paracas
textile techniques to put forward new proposals that they promote through various
exhibitions.

Lastly, we express our never ending gratitude to Keiko Watanabe, for trusting us and
offering us her research to be published and promoted; to Ann Peters, for her valuable
introduction; to Christian Arakaki, for the editorial design; and to all who contributed
with their support to accomplish this publication.

Edith Meneses Luy
Head of the PUCP Art and Design Academic Department
Coordinator at AXIS Arte
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Paracas

The Paracas peninsula shares its name with a sand-bearing wind
that regularly sweeps the region. Some evidence of societies
earlierthan Nascawasunearthedintheearly 20th century by Max
Uhle and other researchers, but characteristic archaeological
contexts and artifact styles were first defined by Julio C. Tello
in the excavations he directed in several sectors of the Paracas
site (1925-1928). Tello (1929, 1959) realized that similar artifacts
are recurrent in the Ica Valley and recovered from sites in a wider
region of the south coast, particularly between the Chincha and
Nasca Valley systems. In the second half of the 20th century,
further research defined a long sequence of the Paracas culture
or tradition (Menzel, Rowe & Dawson, 1964; Paul (Ed.), 1991),
spanning more than a thousand years from about 1200 BCE to
approximately 50 BCE. Its earlier phases (1-5) are contemporary
with the rise of the pilgrimage site Chavin de Huantar and
demonstrate interactions with the north coast and the central
Andean highlands. Its later phases (8-10) postdate the decline in
the power of Chavin, and demonstrate development of a strong
regional culture and growing interaction with the neighboring
Topara tradition. During regional interactions centered in the
lower Ica Valley and the Paracas peninsula, innovations in
artifact forms and other practices led to the development of the
Nasca culture or tradition.

Because the name Paracas derives from this early research
history, it has been applied to a wide range of archaeological
contexts and artifact forms produced by different peoples,
including locally diverse styles which evolved over many
centuries. Here | focus on the production traditions and places
characterized by the knotted headdresses masterfully analyzed
and presented by Keiko Watanabe. They provide a beautiful
example of the dynamic history of the societies that we call
Paracas.

Except for tiny fragments and component materials, the great
majority of textiles have been found in tombs. The dead were
wrapped in textile bundles, and these are conserved in stable dry
environments, such asdeserthillsides. In most cases, the person
was originally interred in a seated position, although position
within the bundle or the bundle itself may change its orientation.
Textiles in direct contact with the body generally have not been
preserved, except for headdress elements. Subsequent layers
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of wrapping cloths and many forms of garments can build up a
large bundle, and some of these textiles can be well preserved
even after more than two thousand years. In an elaborate
bundle, an outer layer is typically adorned with a tunic or dress,
one or more large mantles, tools and ornaments, and headdress
elements wrapped around a false head at the peak. As a result,
it resembles a large ancestral figure. The Paracas tradition is
characterized by a wide range of structural textile techniques.
The Topara tradition has a strong association with embroidered
imagery, and as Paracas and Topara-associated communities
interact more intensively (phases 9-10) embroidery plays a
more important role in the textiles found in Paracas-associated
tombs, while trade objects, structural textile techniques and
imagery characteristic of the Paracas tradition appear in the
Topara-associated tombs. Knotted headdress elements offer
an important example of this interaction, demonstrating both
continuity and change (Medina, 2009).

The distribution of knotted textiles

Our largest samples of textiles come from late Paracas (phases
8-10), and the Paracas-Nasca transition (contemporary with
phase 10 and Nasca phases 1 and 2), and we can trace the
development and preservation of knotted headdresses between
about 400 BCE and 50 BCE. We may find earlier examples in
the future. These phases are based on artifact styles that
appear to correspond to communities of production, defined by
mentoring, collaboration, imitation and innovation. Therefore,
the Paracas and Nasca phases do not necessarily mark distinct
periods of time, but instead appearing to overlap and also may
be associated with different places. Production communities
share access to certain raw materials and technical expertise,
while fine differences in style may indicate the hands of
particular makers (Peters, 2014). Textiles have a powerful and
intimate relationship to the social identities of those who use
and wear them. Cloth is highly mobile, so the time and place of
final deposition of a textile may be quite different from its point
of origin.

Thefigures worked in close knotting are all composed of outlines,
similar to the linear mode of embroidered design (Rowe, 2015),
although they can be found in tombs that include imagery in
other styles and the technique itself does not impede solid



color fields. Knotted headdresses often match linear imagery
worked in other techniques characteristic of late Paracas.
Paracas phases 8 and 9 are associated with a period when
strong regional political and ceremonial centers developed in
the Chincha Valley (Pinta style) and at the Animas site in the
Callango basin of the lower Ica Valley.

Mortuary traditions are regionally diverse: forexample, mortuary
bundles decorated with ceramic masks were placed at the
Chongos site in the Pisco Valley (Paul, 1990, p. 91, fig. 7.34),
while mortuary bundles topped by a false head of cotton fiber
covered with a painted mask of woven cotton cloth were placed
atop mortuary bundles containing male individuals at the Cerro
Cdérdoba (Cerro Max Uhle, Capilla) site in the Ocucaje basin of
the lower Ica Valley (Dawson 1979). Headdress elements were
wrapped around the top of the false head. Knotted bands from
this period are quite narrow, with relatively small, bold motifs.

Two bands with rayed head motifs in different styles come from
the Paracas tradition cemeteries at the Paracas site. Features
typical of phase 8 are worked in red-orange, yellow-gold and
hues of blue and gray. One (photo 19) has continuous heads,
worked in two separate panels joined by stitching and the
other (photo 26) has heads with rays resembling human limbs,
alternating with a twisted strand motif (Museo Nacional de
Antropologia, Arqueologia e Historia del Peru, 2013, p. 175, fig.
97). A narrow headdress band in which dorsal birds alternate
with twisted strands (photo 15) shares a similar color scheme.
Its long yarn fringe is grouped into three-element braids, a
practice quite common among the earlier knotted headdresses.

A headdress band whose more complex dorsal bird motif (photo
6) has features of phases 7-8 includes a rather different range of
colors, which recur among contemporary textiles from Ocucaje
basin tombs (see below). However, this headdress band is said
to have been collected further south at the mouth of the Ica
river (Kajitani 1982). This piece demonstrates the complete
form typical of these headbands: its knotted panel is flanked
by panels of diagonally worked twining, followed by weft-faced
panels worked on grouped warps, which extend at each end to
createalongyarnfringe. In the best-preserved examples, a small
bundle of yellow feathers is bound to each end with a cotton
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yarn. Because different color schemes tend to coincide with
other distinctions in technique and form, | have proposed that
they may be emblematic of local or regional identities (Peters,
2016). However, analogous garments diverse in form and color
can be found in the same tomb, suggesting that they may have
been exchanged or gifted to the dead and may mark social
alliances among members or leaders of different communities.

Keiko Watanabe has reconstructed a wider, more elaborate
headdress band in the Amano Museum collection, which has
features of phases 8-9 and includes a wider range of colors.
It depicts a dorsal figure with bird and insect features, with a
bird with raptor features in the body cavity and smaller bird and
animal figures inscribed in the interstices of the main figure
outlines. The color scheme is related to those typical of the
Ocucaje basin, characterized by interplay between a bright and
dark red, combined with brown, a dark purple-blue or dark green,
as well as bright hues of yellow and light blue. The zigzag pattern
at each end is unusual, though related to the initial patternin the
twined panels in other headbands.

A fragmentary headband with a similar bird-insect motif (and
diagonally twined panels) was recovered by F. Engel in 1963 at
the Cabezas Largas sector of the Paracas site (Museo Nacional
de Antropologia, Biodiversidad, Agricultura y Alimentacion,
2015, p. 68-69). An Ocucaje band similar in width and colors
(photo 18) depicts a simian figure more typical of phase 10: a
prominent face with ringed eyes, bulbous nose, and big grin,
three curved head appendages and two whisker-like chin
appendages, and an arched body, bent limbs and raised tail
appendage extending to one side. A smaller, similar figure fills
the body cavity. Created at one end of a series of similar figures,
at the end of the knotted band we can see the panel of rhomboid
motifs created in diagonal twining.

The color scheme that characterizes the Animas site, in the
Callango Basin to the south, is somewhat different. While a
similar range of colors is often present, hues of blue, green,
yellow and brown dominate, as illustrated by narrow bands
characteristic of phases 8-9 (photos 21-25). A wider headband
(photo 7) has features typical of phase 9 and early phase 10, and
depicts a complex figure with a protruding tongue-appendage,



a simpler head appendage and four small head or feather-like
radiating elements, with its rectangular body, bent arms and
legs and fringed headcloth extending to one side. An S/Z motif
and small animal figures are set into the torso, headcloth and the
spaces between the limbs. The two ends of the knotted panel
are divided into narrow bands of tiny animal figures and double-
headed serpentine figures in S/Z form. These are brought
together into striped panels of weft-faced plain weave, worked
over grouped warp yarns. Another wide band (photo 8) depicts
a classic linear mode phase 10 feline figure with arched back
and raised tail, with small animal figures and the S/Z motif in the
interstices. The knotted panel is flanked by panels in diagonal
twining that create a pattern of rhomboid shapes. These are
usually flanked by panels of weft-faced plain weave (sometimes
combined with twining), that can depict a simple version of the
knotted motif, and then by the long yarn fringe.

Another headdress band (photo 13) demonstrates innovations
associated with the development of early Nasca imagery,
though its production is still situated within Paracas tradition
techniques and conventions. The S/Z figures are composed of
stepped motifs, much like the decorative bands on the exterior
of some Ocucaje phase 10 ceramics and those on some
embroidered textiles in proto-Nasca and early Nasca styles.
The bright hues of yellow and blue are given roles equivalent to
those of the red and dark blue. An incomplete band depicting
a complex double-headed serpentine figure with limbs (photos
16 and 17) incorporates a range of colors and conventions
characteristic of the Paracas-Nasca transition. The motif and
colors are present in earlier, narrower knotted bands (see photo
23), so the shifts in the scale of the figure, details depicted and
number of colors used do not seem to be due to new forms of
esoteric knowledge or technical skills, but rather to innovations
involving aesthetic choice, representational conventions, and
band width.

Most of the knotted headbands associated with Topara tradition
tombs of the Necropolis of Wari Kayan (Paracas Necropolis
mortuary tradition) are quite wide, as they depict relatively
complex figures in a larger scale. The predominant color
scheme is based on background and outlines in a bright red,
combined with other outlines in hues of dark blue, dark green,
yellow-gold and sometimes a reddish brown. The headband
that crowned the male bundle Wari Kayan 49 (Lavallée, 2008, p.
89, fig 12; MNAAHP, 2013, p. 154, fig. 82) depicts a seated simian
figure characteristic of Paracas phase 10 (photo 27) in this
color scheme, which also recurs in embroidered imagery and
in woven tunic borders that depict this same motif (and others)
using supplementary warps, which are substituted into a plain
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weave structure to create the figures. A row of zig-zag motifs
at one end of this knotted band begins the panel of diagonal
twining, and at the same time resembles the row of triangles
added at the end of an embroidered border, which in turn imitate
the supplementary warps in contrasting colors visible at each
end of a woven border.

Paracas Necropolis mortuary bundles range from dome shaped
to conical, with a relatively simple false head that is usually
created by folding the large cotton wrapping cloth at the peak
and binding it with thick cotton cords. Two knotted headdress
bands were placed consecutively around the peak of the phase
10 male bundle Wari Kayan 114, creating a very large ‘head’
(photo Petersl). The outer band depicts two-headed birds in
the Necropolis red-based color scheme and form, flanked by
two panels in diagonal twining, two panels in a tapestry-like
technique and long yarn fringe (photo Peters2). In contrast, the
inner band alternates depiction of a rayed head and an animal
figure in colors typical of the lower Ica Valley (photo Peters3).
From atop another phase 10 male bundle, Wari Kayan 210, a
knotted headband in the predominant Necropolis color scheme
(photo 28) depicts a dorsal figure with avian and insect features,
which is the predominant motif among the garment sets in
Wari Kayan 114 (Peters, 2014). Below, a mantle depicted two-
headed birds, painstakingly woven with discontinuous warps
and wefts (MNAAHP, 2013, p. 148, fig. 78). If these motifs are
emblematic of kinship networks or ritual roles, their recurrence
in these contemporary mortuary bundles could mark social
relationships among leading individuals or powerful groups.

A few examples of wide knotted headbands span the Paracas-
Nasca transition, but they continue to depict linear style
motifs with roots in the Paracas tradition. A figure with simian
and feline characteristics, like that on the knotted band from
Ocucaje (photo 18), recurs on a wider band (photo 9) like those
typical of Paracas Necropolis, juxtaposed to a rayed head. The
combination of hues of dark red and bright red outlines suggests
that this band may have been produced in the lower Ica Valley.
A well-preserved, complete knotted band from the male tomb
Wari Kayan 253 (Paul, 1990, plate 9; Lavallée 2008, p. 136-137,
fig. 49) depicts three large versions of the same motif, with a
more generalized adjacent face. The imagery is somewhat
confused and the headband appears to have been newly made
when interred, suggesting that it may have been copied from
an earlier version by someone inexperienced in creating linear
imagery and in the close-knotting technique. However, the
overall structure of the headband is correctly executed: the only
complete example of this type of headdress known from burials



at the Necropolis of Wari Kayan contemporary with Nasca
phases 1-2.

Fragments of a knotted headband depicting a frontal figure
with long head appendages, a motif typical of Paracas phase
10, were recovered from the inner layer of Wari Kayan 262, a
male mortuary bundle that includes both textiles typical of the
Paracas-Nasca transition and others in styles characteristic
of Nasca phases 2-3. This headdress, created in a distinctive
color scheme present among Ocucaje textiles, may have been
placed as a heritage object or conserved on the head of an
ancestor preserved from an earlier generation. While these
knotted headdress bands vary in elements of their form, color,
and imagery as well as in the techniques used in the panels
that flank each end, they are all examples of the same type
of headband, associated with male individuals in many late
Paracas and Topara tradition tombs.

However, close-set simple knotting was also used to create
larger rectangular panels, gathered at each end by a series of
looped and knotted cords in a netting technique. The result is a
hammock-shaped headdress element (photo 14). The Ocucaje
headdress has rhomboid panels with rayed head motifs
outlined in yellow-gold on a background in bright red and dark
red, separated by wide bands in dark brown containing a zigzag
motif in cream-white. At the Paracas site, in 1957 Engel’s project
excavated a larger hammock-shaped headdress made with finer
yarns (photo Peters4).This headdress has rhomboid panels with
rayed head motifs outlined in red-orange and yellow-gold on a
beige background, separated by bands composed of interlocking
double-headed serpents in black, white, and the other colors.
Also associated with late Paracas (phases 9-10), the gender
associations of these hammock-shaped headdresses have not
yet been defined.

Close knotting is also used in Paracas tradition contexts to
create small rectangular panels depicting a human face, usually
with color patterns that indicate face painting (photo 20). Some
examples preserve a fringe of brown camelid yarn or human hair
extending from the bottom of the face. Subsequently, in the early
Nasca tradition rectangular panels of complex looping play a
similar role, for example covering the two ends of a headdress
band or garment ties, sometimes covering a transition to a fringe
of tubular looping or re-plied yarns. Embroidery and complex
looping are also used to depict small human faces, often with
diverse color patterns indicating face painting, sometimes with
ayarn fringe depicting human hair. In Nasca phases 2-3, looped
human head motifs with black yarn ‘hair’ extending above the
face may fringe a garment. These contexts and other details
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suggestthat complexloopingreplaced close knottingin clothing
elements that have some divergent features, but play analogous
roles in garment systems and in symbolic communication.

Few examples of the use of knotting to create complex figurative
motifs are known in the Nasca culture or artifact tradition.
However, Keiko Watanabe has identified a fascinating example
of knotting used to create a complex figure in a late Nasca style,
probably dating from the 6th to 7th century CE (Kajitani 1982 p.
50-51,fig. 64). She notes that a simple knotted technique is used,
but the knots are not as closely set, creating a flexible fabricin a
much larger format. A series of panels 30-40 cm in width depict
hybrid figures that combine human features, particularly arms
and legs, with features of a marine mammal or large fish, flanked
by the rayed elements that characterize supernatural imagery of
this period. A band of S/Z motifs delimits each panel. The bright
hues of red, blue, yellow-gold and white with black outlines are
also characteristic of late Nasca textiles.

This may also be a headdress, and the repetition of a figure and
its division into narrower registers with smaller versions at one
end echoes a convention recurrent in late Paracas headbands
(photo 7). The revival of an ancient technique may well have
been inspired by personal observation of headdresses placed
around the top of a mortuary bundle centuries before, followed
by reconstruction of the knotting procedure and its adaptation to
contemporary imagery. We may hesitate to recognize examples
of ancient Andean artisans engaged in research and analysis
of their own past, and should be aware that they might have
engaged in practices not entirely unlike those of the modern
archaeologist, collector, textile researcher and artisan.



Photo 1. Peters

Photo 2. Peters
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Photo 4. Peters
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Reconstruction of a Paracas
headband made by simple knotting*
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* |t is a reconstruction (a hypothesis of this technique) from the researcher Watanabe. It

is not the only “correct” knotting technique in pre-Hispanic times.
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The headband shown in Photo 1 is in the custody of the Amano
Museum in Peru (item No. MA T1197). It was exhibited at the
Great Andean Culture Exhibition organized by the National
Ethnological Museum of Japan in 1990. On that occasion, |
obtained permission from the organizer to take photos of the
piece and based on them | was able to reconstruct it. This paper
is a record of such reconstruction.



BE1 RIL—XBEYENEEMATO7ECEB CIESNIZES (IREIJ1XTrY - SVILFI)
Photo 1. Paracas headband of the Amano Museum, Peru. MA T1197. Photo by Justine Lamarche
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Photo 2. Details of pattern A. Photo by Justine Lamarche
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Pattern D Pattern E Zigzag Weft-faced
plain weave
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Photo 2. Details of pattern B. Photo by Justine Lamarche
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DEVEHOEOEF—TEIN BEBLVEDEF—J% 2BUED.
RECDIEEFEDE (ENSANMEF—THEICA.B.C.D.EET
3) . ARICITTIERBI DR EEDOTUD, 5DNEF—T
FRICKLSICRZ DM BECARD EMEBICHFAEEVED D
Zo

The main part, 10 cm by 105 cm, is made with simple knotting
and has braids and tassels; the originals must have been long
and bulky at both ends. The piece has five colors: dark brown,
dark blue, yellow, green and red combined in geometrical
patterns. As seen in Photo 1 above, there are five big hawks
placed alternately (facing upward and downward) along the
horizontal center of the belt. The hawks placed upward are made
of dark blue threads and surrounded by yellow lines, while those
placed downward are made of yellow threads and surrounded
by dark blue lines. The belt has five identical patterns, three
accentuated with yellow lines and two with dark blue lines,
placed side by side and supplemented with zigzag patterns at
both ends. For convenience, the patterns are called A to E from
left to right. Although the five patterns look identical, there are
small differences in details when examined closely.
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2. Headband configuration
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2.1. The basic structure of simple knots and the
needle movement

lllustrations such as the above are seen in several books on
Andean fabrics but they are shown upside down. It is probably
due to the fact that someone originally placed it that way and
others just copied it. From the point of view of practitioners, the
above is more convenient because a practitioner usually works
vertically from the bottom to the top.

The handle of the needle in simple knotting is fundamentally
a back and forth movement in a horizontal direction. When
working on the band, whose thread movement is so complex,
the best is to keep fabric without frames to make it easy to
maneuver.

Fig. 1. the basic structure of simple knots
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Photo 3. Pattern A of Photo 1. Photo by Justine Lamarche

TEFHIME10cm, KRS 17cm, (ZIF6000DFEOETTETH D1
FEALYFIEOEIZ6EDH D,
EF—TJER2DOKLSIC18D/IR—VICHEEUIZ, 1BERMIAIED.
RIETBDOLAC2BZIEDET COKDICLTIBEZXTIEDEE
F—IMERT D, EF—DFEAPZERLEHE LT XERISFEE
ARFREEDTU D,

2.2. Breakdown of a pattern

7 |

/8

/3

12
8 &

39

X2 EF—JAEEBIER
Fig. 2. Work order of pattern A

The above left photo shows pattern A. From now on, patterns
are shown vertically, as in Photo 1, and not horizontally. The
reconstruction process followed the numbering shown in Fig. 2
above. The patternis 10 cm by 17 cm long, measured according
to the original piece; the reproduction will vary according to the
thickness of the thread and consists of about 6000 knots (or 36
knots in one square centimeter). The pattern is separated into
18 parts as shown in Fig. 2. After completing part 1, part 2 is
worked from part 1 and so forth. The right and left halves of a
pattern are symmetrical.






3. EF—TJADIEDA

3. lllustration of each part for
the reconstruction



BUIFOEBR(E EF—TBREOHDET &R I,

BORIS BRRIIIE O B EBBIEUERBTH S, cD/IF—(
28D/ =V INTUVBH EANTMOIEHRBESINIZ/I—YD
BEHIN18TH B TENETNDRICIE. KDL SEIL—IVBERAT
TUWB,

M1, 2. 6. 7.10. 11, 15, 18F (I EH TR LT,
3.4.5.8.9.12.13. 14,16 17HE(FEGRFVLDT. EflD
R DHERRUE, EF—TBLEERIETFDEFNH D
Bald ARIERTRURZ.

The following shows the movement of the needle during the
reproduction of the design. Symbol diagrams explain the
various knots at work. The pattern was separated into 28 parts,
but as the right side is symmetrical on the left side, the total of
parts explained is 18. In each diagram the following rules were
applied:

The center axis diagrams, parts 1, 2, 6, 7, 10, 11, 15 and 18
from bottom to top, are shown in full.

The diagrams for parts 3,4,5,8,9,12,13,14,16 and 17 are on
the right and left of the center axis. Since they are identical,
only the left part is shown. Depending on the pattern, such
as pattern B, for instance, the pattern of the same numbered
part may be is slightly different. In those cases, the pattern
on the right part is shown separately.
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3.1. The knotting process ( Pattern A and E)

Fig. 3

The first knot is made, as
shown in Fig. 3, by tying a white
thread at the middle of a black
thread. In Photo 3, the colors
are yellow and dark brown.

Fig. 4

Next, fold the black thread,
pass it through a needle, and
pool out the other end of the
black thread, as in figure 4.

Fig.5
Make three knots to the left
and pause there.

Fig.6

As shown on the left, thread
a white thread and knot along
the black knots and return over
the white knots as shown in
figure 6.

Fig. 7

Then, knot lengthwise with the
black thread, as shown in Fig.
7 and continue this operation
until part 1 is completed.
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1EDORDEBETERUZEDHRSDEBE TH S,

Then, part 1 should look like Fig. 8 below.

X8
1EDEBN (EF—JAE)

IRTHOFNERBE(CTBDEIRETHD., IHEBMRNST(E
R =R OEBIRRERNONSELVNDT, HUKRSCTRRIdEH
(CIBOEEMEDENHDIBBEELE L. KI8DEBIRERURLST
RNTEROCLB, FEURLSDEFHRFAISIRDIE CKELTH
Bo LB BYICISEBDORBMENDNTUVSH FEURITIIHIR. K
R RIRDIBEDRTRNDLCL S, (BRI BHZENDEIFIEE
Z2ROCE,)

Fig. 8
Schematic diagram of part 1 for patterns Aand E

Drawing schematic diagrams for all the parts is laborious work.
In addition, they are not suitable to indicate the starting points
or the sequential order. In the following illustrations, therefore,
symbol knot diagrams will be used instead, which will show the
sequential order of knots to be made. Such a diagram for part
1 is shown below. The knot symbols are explained in Annex 1.

Five colors were used in the original band. However, in the
illustrations, the colors are replaced with the thickness of the
drawn lines, so only three types will be used: thick lines, thin
lines and dotted lines. For the use of colors, refer to Photo 1 in
case you want to make a reproduction.
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1BOR/BOR (A E) . BBOER>INSIEICIED. Symbol knot diagram of part 1 for patterns A and E. The knotting
should start from point No. 1
ETF—JB.C. DOD1EDRI—+HIIELD, Note that for patterns B, C and D, the starting point is different,

as shown below.
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1ED/BOX (B,C,D) Symbol knot diagram of part 1 for patterns B, C and D
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3.2. 2B UK (F—JA,B,C,D,EiLE)
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3.2. Symbol knot diagram of part 2 (for patterns
A, B, C, D and E)
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Start a new part by tying a new thread (background color) at
point No. 1.



3.3. 3BDEUK (£7—7A,B,C,D,EXE) 3.3. Symbol knot diagram of part 3 (for patterns
A, B,C,DandE)

=12 Fig. 12
1(31%FE (K9) M60(EF—TA,E)X(F18E (K10) D4 (EF—T Point 1 connects to point 60 of part 1 (Fig. 9) for patterns A and
B.C.D) h\S#i<o E. Point 1 connects to point 4 of part 1 (Fig. 10) for patterns B,

C and D.
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3.4. [i] 4ABOHUK (EF—TA,B) 3.4. (i) Symbol knot diagram of part 4 (for patterns

A and B)
< B G 45 1ty 43 |
'3 Y39) Y[k 4 W) ¥—
QG| G G G- (®) X2
<D PO [ Y (m
QL @] @ @ [
T\
XD B W (5
W QI (o (=) xT6
NI NS (o
o \o ln g
B X N
o) (2 x(0
& Q
= 12
&
56
X113 Fig. 13

1F2FE(X11)D81Hh 5t < Point 1 continues from point 81 of part 2 (Fig. 11).
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3.4. [ii] 4BNEUR (F7—2C,D,E) 3.4. (i) Symbol knot diagram of part & (for
patterns C, D and E)
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1(F2BEX11)D81H S5 HE< o Point 1 continues from point 81 of part 2 (Fig. 11).
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3.5. 5HFBDEOK (FF—JA,B,C,D,EiLiE) 3.5. Symbol knot diagram of part 5 (for patterns

& 0 9
o2 \ =2
o~ [v's)
(Va) 0"31 [
& s o
o
= o0 =
gy e
515

1(3F3F (R12) Da2h\5#i<,

A LIR108(FEIC130E THIFTTES (RTIFEBINTULSD) o

92

72

13

14

71

69

(70

a3

68

67

%

66

(5

A, B,C,DandE)

\d—i 'ID% )
<
=3
£ B
AP |12
Y
\OD =
) |3
)Y
\© N _['“
=) 20 0o
o) (N )l [©
) Mz &) (=
of\ ) D) . [1o
) 24 — I )
1o © ST % L) 14
'y
g5 < 3 S€ 0o
39 h3 Eh 7 o8 )
bs sy 9h = 5
& by S ® > ~
S B ~ o o =] B
3 = e T & __
S l =3 d =
Fig. 15

Point 1 continues from point 42 of part 3 (Fig. 12).

For the part placed at the left side of the band, point 108 at the
upper-right corner should continue up to point 130 (although
not shown in this diagram).

50



3.6. 6EBENEOKX (£F—JA,B,C,D,EHE) 3.6. Symbol knot diagram of part 6 (for patterns
A, B,C,DandE)
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K16 Fig. 16
1132%F (K1) D67Hh ofi<o Point 1 continues from point 67 of part 2 (Fig. 11).
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3.7. 78DEOX (£F—7A,B,C,D,EHE) 3.7. Symbol knot diagram of part 7 (for patterns
A, B,C,DandE)
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5217 Fig. 17
1136FE(X16)D2H o< o Point 1 continues from point 92 of part 6 (Fig. 16).
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3.8. 8FEN”BUK (£F—IA,B,C,D,EHiHE) 3.8. Symbol knot diagram of part 8 (for patterns
A, B,C,DandE)
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1MF4 B X13)D42Hh58E< o Point 1 continues from point 42 of part 4 (Fig. 13).
13(F7FBEH7)D177Hh 585k < 6 Point 13 continues from point 177 of part 7 (Fig. 17).
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3.9. 9BDHBE UK (£F—7A,B,C,D,EXiHE) 3.9. Symbol knot diagram of part 9 (for patterns

A, B,C,DandE)
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419

1F5F(K15) D0 587 < o Point 1 continues from point 90 of part 5 (Fig. 15).
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310. 10BOEVE (BE¥9(3EF—JA,B. & 3.10. Symbol knot diagram of part 10 (the left
¥ 93 (FEF—IC,D,E) half of the diagram is for patterns A and B and

the right half for patterns C, D and E)
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[220 Fig. 20

1137FE(X17)D206H 5 %< o Point 1 continues from point 206 of part 7 (Fig. 17).

33(378& (K17) 2170\ 58:<, Point 33 continues from point 217 of part 7 (Fig. 17).

65(38F (X8 M173M 5HE<, Point 65 continues from point 173 of part 8 (Fig. 18).

100(% 8% (X18) OARAINI73H 5H#E< o Point 100 continues from point 173 of the right pattern of part 8
(Fig. 18).
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311. MBOFOURE (EF—TJA,C,E %B,DIdC
hNeERESTED)

3.11. Symbol knot diagram of part 11 (for patterns
A, C and E). For patterns B and D, the diagram
should be reversed
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Fig. 21
At both right and left corners of the bottom, the point numbers
are not continuous. These points should be knotted along the
outside line of pattern 10.

Point 204 continues from point 297 of part 10 (Fig. 20).
Point 214 continues from point 201 of part 10 (Fig. 20).




3.12. 12BDEUR (EF—IA,B,C,D,EHE) 3.12. Symbol knot diagram of part 12 (for patterns
A, B,C,DandE)
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= Point 1 continues from point 130 of part 9 (Fig. 19)
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313. 13FDEUE (F—7JA,B,C,D,E4LiE)
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3.13. Symbol knot diagram of part 13 (for
patterns A, B, C, D and E)

X123
1MF12FE(E22)D307Hh 585 < o
28(312F(K22)N251Hh\585< o

Fig. 23
Point 1 continues from point 307 of part 12 (Fig. 22).
Point 28 continues from point 251 of part 12 (Fig. 22).



3.14. 14BN UK (£5F—JA,B,C,D,E 3.14.Symbol knot diagram of part 14 (for patterns

H58) A, B, C,DandE)
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24 Fig. 24
18(F13&FE(X23)M27Hh\ 585 < o Point 18 continues from point 27 of part 13 (Fig. 23).
64(313F(X23)MD 270H' 5 #i<, Point 64 continues from point 270 of part 13 (Fig. 23).
102(311FE(X21) D591Hh\ 58w <, Point 102 continues from point 591 of part 11 (Fig. 21).
117(EMFB (21D 600H 5fE< o Point 117 continues from point 600 of part 11 (Fig. 21).
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3.15. 15FNE UK (FF—JA,B,C,D,EXE) 3.15. Symbol knot diagram of part 15 (for patterns
A, B,C,DandE)
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25 Fig. 25

1E157[FRDPREPADEIBA TR — b, (I8 13728, Points 1 and 157 start from the middle of threads. Refer to
16(3148 (K24) D122Hh\ 585 < symbol knot diagram 37.

25(3 118 (K21) D434H\585:< Point 16 continues from point 22 of part 14 (Fig. 24).
172(314F(K24)DERAN 220 5% <6 Point 25 continues from point 434 of part 11 (Fig. 21).

Point 172 continues from point 122 of the right pattern of part
14 (Fig. 24).
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3.16. [i] 16BDEUKE (FF—2JA,0) 3.16. (i) Symbol knot diagram of part 16 (for
patterns A and C)
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11315 (K25) D120h\585: <, Point 1 continues from point 120 of part 15 (Fig. 25).
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3.16. [ii] 16EBNHEUCE(EF—IB,D,E) 3.16. (ii) Symbol knot diagram of part 16 (for
patterns B, D and E)

186

185,

184

X|27 Fig. 27
113158 (K25) D120 5857 <o Point 1 continues from point 120 of part 15 (Fig. 25).
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317. 178D UK (¥F—JA,B,C,D,E1LE) 3.17.Symbol knot diagram of part 17 (for patterns
A, B,C,DandE)
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11316FE(K27)D163H\ 5 H#i< o Point 1 continues from point 163 of part 16 (Fig.27)

24(3163F (K27) D128FEMNSHi<, Point 24 continues from point 128 of part 16 (Fig.27)
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3.18. 18BEDNE UK (EF—JA,B,C,D,EiL&E)

3.18.Symbol knot diagram of part 18 (for patterns
A, B, C,

D and E)
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Fig. 29

Point 1 continues from point 156 of part 15 (Fig.25)
Point 12 continues from point 147 of part 15 (Fig.25)
Point 34 continues from point 274 of part 15 (Fig.25)
Point 12 continues from point 283 of part 15 (Fig.25)



319. IOYTDIEDT

3.19. Reconstruction of the zigzag pattern
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BE4 IIYT (BE1OEHR]) K30 JITTIDBUR (BEE4DOERAIERD)
Photo 4. The zigzag pattern. Photo by Justine Lamarche Fig. 30. Symbol knot diagram (the left side of Photo 4)
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of Photo 4)

Structure of the zigzag pattern (the lower left corner
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32 Fig. 32
H31DBEOX Symbol knot diagram of the zigzag pattern (for the structure
shown in Fig. 31).
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The order of making the zigzag pattern is as follows:

The zigzag pattern is attached to the longer ends of the band
(both to patterns A and E). The following explanation refers to
its connection to pattern A:

1. Pattern A should be placed with the eagle’s head down.

2. Knot the center of the dark brown thread (background color)
in the upper left corner of pattern A.

3. Take the thread from the right side of the knot, pull out the
end point of pattern A and continue knotting to point 28, as
shown in Fig. 32

4. Take out a red thread with needle, start knotting from point
29 to point 35 (for point 35, refer to Fig. 36). Take a red thread,
start knotting from point 29 to point 35 (for point 35, refer to
Fig. 36 of Annex 1).

5. Resume knotting at point 28 and continue to point 36 (for this
point, refer to Fig. 38). Then, continue up to point 71.

6. Switch to the red thread and continue knotting from points
72 to 87.

7. Switch to the dark brown thread at point 88. The knot at point
88 is the same as that at point 36. Repeat the processes 5),
6) and 7) till it reaches the right end of the pattern. When this
is completed, there will be six triangular mountain shapes.
(Fig. 32 shows only two mountain shapes at the right end of
Photo 4).

8. From the right end, return to the left as shown in Fig. 32. For
point 126, refer to the symbol knot diagram 41 (Annex 1), and
for point 142, refer to the symbol knot diagram 42 (Annex 1).

9. Zigzag pattern is made with two threads used alternately.

10. The upper end, made with dark brown background color, may
be made in accordance with the symbol knot diagram (Fig.
30). The thread ends at the upper left corner.

11. The end of the thread used to make the first knot at the lower
left corner should be needled and knotted upward to the
upper left corner. The end of the thread should be concealed
in a knot.









4. BIRUCERRNDER

4. Reconstructed headband




BE5
ERIEVOSAREFEO>TEF—IBEHELIZED, BRIFTITFD,
EF—TABEBRLOLIFZENTH S,

Photo 5.

The photo on the left is the reconstruction of one of the patterns
with macramé thread. The photo on the right is the reconstruction
of patterns A, B and the zigzag motif. Wool and colors closest to
the original were used in the reconstruction.
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5.1. Characteristics of the simple-knotted
headband

The headband made this way has the following characteristics:

+ Because the structure is made of knots, it is extremely strong.
Even if a knot were destroyed by worms or accidents, the
damage would not spread.

+ The band is uniformly extendable vertically, horizontally
and perpendicularly, although only slightly. Knots make the
surface uneven and non-slippery. Therefore, it is suitable for
wrapping around heads or hips.

+ Itisreversible.

+ Itis atime-consuming job.

+ It requires patience and skill

5.2. Difficulties encountered during the
reconstruction process

| encountered a lot of difficulties during the reconstruction of
the band. They were due to the following reasons:

+ The band is long and has complicated patterns.

+ It was not possible to disassemble the band. | did not have
the original piece. Even if | did, the piece is rare and its high
value prevents it from being disassembled.

+ The movement of the thread is complicated. There are about
36 knots in one square centimeter, but they are so close
together that it is not easy to find the order of operation.

+ Likewise,thedirection of the needle movementiscomplicated.

+ It was extremely difficult to find the first starting point. There
are about 6000 knots in a pattern but they all start from one
particular point. If a knot is missed, sooner or later the whole
operation gets stuck.

+ If the order is lost, a knot does not lead to the next one, so it
was necessary to find the proper order for each knot.

+ There were no reference materials or instructors.

« The whole reconstruction required a lot of guesswork as
well as trials and errors.

The use of graph paper was helpful.
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5.3. Findings through the reconstruction process

+ Filling each grid of graph paper with a knot in a continuous

order almost always let to a very neat diagram.

« It was easier to reconstruct those parts, where the knots

faced the same direction.

« When the knots faced different directions, it was difficult to

find the movement of threads. The original creator of the
band must have encountered a lot of difficulties.

+ The whole piece starts from a single knot. The other knots

extend from that initial point.

« The starting point is a knot made of two long threads tied in

the middle, as shown in Fig. 3. From there, the knots extend
in four directions.

+ Inmany cases, new threads are used in the middle of the work

and extend in two directions. There are some places where
they are used from the ends.

« During the knotting, the threads were often left on hold

while working with another thread color. The fabric structure
extends through these interactions.

* When one thread is finished and another one needs to be

added, the union between those threads is made inside the
knots, so that it is hidden. This allows us to deduce that the
creator of the piece made an effort to use threads as long as
possible.

+ There are places where the same thread is used in nearby

parts, but not necessarily adjacent. In these cases, the thread
is hidden in the knots involved.

+ With these knots, there is slight difference between the shape

of the surface and the back. Those on the surface are almost
oblong while those on the back look like inclined mushrooms.

* The structure is inflexible in the direction of work and it is

slightly extensible in the perpendicular direction of the tissue.
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Based solely on photos and after many trials and errors, | was
able to reconstruct a simple-knotted headband of the Paracas
period. At first, | thought that the starting point would be either
one of the four corners, somewhere at the edges, or a point in
the middle point of a pattern. | also assumed that the use of the
thread would start from the end. These assumptions made me
try many options; | did experimental work with macramé threads
and needles, | copied the knots on graph papers, | closely
meticulously examined seven pieces of enlarged photos, and
so forth.

To my surprise, the starting point turned out to be at an entirely
unexpected place, as was the first knot, which resulted from
tying two threads at their middle points. From there, the
knotting extended to four directions. In most cases, | had to add
threads in the middle of a pattern and in other cases | followed
the threads that were waiting for previous patterns. Likewise,
there were points that looked like knots, but actually they were
not. Reconstruction was extremely difficult.

The true movement of the thread could be found by untying
the original piece, but obviously this was not possible. One
had to rely on guesswork and trials and errors to reproduce it.
Even now, | find new forms of knotting every time | work on the
pieces. For this reason, there may be differences in movement
of the threads between the original and the reconstructed
pieces. Therefore, the illustrations and diagrams presented in
this paper are the records that show the closest method as the
headband was originally made. As for other pieces made with
simple knotting, as an additional part of my research, | attach
them in Annex 2.
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Annex
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Annex 1. Symbol Knots

E(JEURES. AEZDEDE FHERDET)

Symbols on the left, movement of needle and thread on the right. Symbols on the left, movement of needle and thread on the right.
X33 GNSEISED X34 ENSAISED
Fig. 33. Movement from right to left Fig. 34. Movement from left to right
/\’
\ Q/- ‘
K35 ROHPRNS IS~ (FD1) K36 EETNTUVEWRZETDOTRI—~
Fig. 35. Starting a new thread in the middle (No. 1) Fig. 36. Pulling out a hanging thread

j@)

L\ \/

— ))\I )
cm_? v

K37 ROFRNSXI— (ED2) K38 JL—FISHETE
Fig. 37. Starting a new thread in the middle (No. 2) Fig. 38. Making a loop behind a knot
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K39 EADREREIES CRETIKOBFZERIRT
BY D))

Fig. 39. Intersecting two threads from both sides, so as
to prepare a place to pull out in the next row.

M4 BIETRE (RNSIFHEATULBLSICRZBM, £
BRICITHEATULVELY)

Fig. 41. Threads are not tied. Superficially this looks
like a knot, but actually it is not knotted

K43 RDIHNSEVIRH D
Fig. 43. Starting a new thread from the end
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K40 BUOEOH(CEHEBUIRS (KRDLEMROTOEWETE
ZDILF R TIDIGERIRT 55)

Fig. 40. Passing the needle through a knot (to connect knots
and prepare a place to pull out in the next row

K42 BATUEORELZRETLD
Fig. 42. Pull out intersecting threads Fig. 41).

H44 CORBUEDRE
Fig. 44. The end of a thread
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Annex 2. Other products made with simple knots

BEH6 fomaii7itic BHAUE 1 HIIRE Photo 6. Complete headband, 7th century B.C., early period,
&7.5cm £&399cm Ica, Peru (7.5 cm wide by 399 cm long). Below, the detail of the
KEFTFIITIV=1—I T LE TM 1963.40.1 central part of the piece. Piece no. 1963.40.1 from the Textile
(HiEE TR\BDZE] 20) Museum, Washington, D.C.

£ BEEHEERE T PREUHERBE
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EBE7 (E9~10cm Ea143cm (EUEBERS) Photo 7. Textile fragment no. 1689 from the Ohara Art

INEREMEEZ8E G#HE) No1689 Gallery, Kobe. The simple knotting part measures 10 cm wide
BN EE A2 ER L E R by 143 cm long. This piece has been reconstructed by the

author. Photo by Museum of International Cultures of Kyoto
University of Foreign Studies

BEE8 @15~16cm NRREMESEEE (#F) No.987 Photo 8. The only remaining part of the textile no. 987 (15 by
BREANEEXZEBR S EERER 16 cm) from the Ohara Art Gallery, Kobe. Photo by Museum of
COFISHHFTHD—ERD UNVEDTUVEU, International Cultures of Kyoto University of Foreign Studies
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BEHO: HHEHYE /3SHIRo0OKRY

23t A HARER

f819cm K X148cm

HEL T L1 > DERERRIER

BAE (7L EEH RIL— UV)

MICEIIRHINEEFTAIET S,
(1&10cmE & 250cm)

Photo 9. Textile piece from the early
classical period of Paracas Necropolis
(19 cm wide by 48 cm long); the location
of the excavation is unknown. Held by
Mr. Anselmo Fukuda, Lima, Peru. There
is another piece, not shown in the photo,
measuring 10 cm wide by 250 cm long.
Source: Overview of Pre-Inca Classical
Culture.

EE10 ANJLU,
DU —L—VVINER
H B Textiles of Ancient Peru
and their techniques
( D'Harcourt 1962, ¥—k67)

Photo 10. Textile fragment from the
Walther Lehmann collection, Berlin.
Source: D'Harcourt (1962, plate 67).

EE11

BESMOET18cm BOEI12cm
ISV ANEEYIER No33-59-4
HiB8 Textiles of Ancient Peru and their
techniques ( D’'Harcourt 19623/—67)

Photo 11. Textile fragment No. 33-59-4
from the Musée de 'Homme, Paris. The
length of the oblong part is 18 cm and
has tassels of 12 cm. Source: D'Harcourt
(1962, plate 67).
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BE12 7L
RIV—XEEYER MAT2745

HEE K7 V7 IR ] R

e Ja1XT1YSVYILFT
BOHEBORBUEE—EFDORELTHRR
(CUIZED, ICMATA247 (RIV—E3BRF
HI) €53

Photo 12. Fragment of a fishing net
made with simple spaced knots. Piece
from the Ica period No. MAT 2745 from
the Amano Museum, Lima, Peru. Photo
by Justine Lamarche

BE13 A1E8730Hh~Ex
f&5cm {KI173.5cm

KE FTFERIIW=a1—ITLE
TM91.1063

Photo 13. Headband from Ocucaje, Ica
Valley (5 cm wide by 173.5 cm long).
Piece No. 91.1063 from the Textile
Museum in Washington, D.C.

BE14 ANERSFAON~AHLT
1§32.7cm  KE149cm

KE FTFIITI=Za1—ITLE
TM91.935

Photo 14. Headband from Ocucaje, Ica
Valley (32.7 cm wide by 149 cm long).
Piece No. 91.935 of the Textile Museum
of Washington, D. C.
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BE15 ANERABFTONAEL
f84.5cm {E222cm

KE FFIOTI=Za—ITLE
TM91.947

Photo 15. Headband from Ocucaje, Ica
Valley (4.5 cm wide by 222 cm long).
Piece No. 91.947 from the Washington,
D.C. Textile Museum

BE16 TEs40h~Ht
f&7.2cm {K3125cm

KE FFIRITI=Za—ITLE
TM1959.5.2A

Photo 16. Headband from Ocucaje, Ica
Valley (7.2 cm wide by 125 cm long). Piece
No. 1959.5.2A from the Washington, D.C.
Textile Museum

BBE17 ANRATOIAHT
1@8.9cm {&d42cm

KE FTFERICIW=a1—ITLE
TM1959,5.2B

Photo 17. Headband from Ocucaje, Ica
Valley (8.9 cm wide by 42 cm long). Piece
No. 1959.5.2B from the Washington, D.C.
Textile Museum
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EE18 AOESAOAANHT
1810.4cm £&42cm

XKE FTFXIIW=Za—ITLE
TMO91.926A

Photo 18. Headband from Ocucaje, Ica
Valley (10.4 cm wide by 49.4 cm long).
Piece No. 926A from the Washington,
D.C. Textile Museum

BE19 RIL—mEFELEL
1E6.9cm £T23.5cm

KE FTFERICIW=1—ITLE
TM1961.371B

Photo 19. Headband from the southern
coast of Peru (6.9 cm wide x 23.5 cm
long). Piece No. 1961.37.1B from the
Textile Museum in Washington, D.C.

BE20 AR/ FA0N~AHT
1®5.9cm {KI30.2cm

KE FTFERIAIW=a1—ITLE
TM91.948B

Photo 20. Face made with knots (5.9
cm wide by 30.2 cm long), Ocucaje, Ica
Valley. Piece No. 91.948B from the Textile
Museum of Washington, D.C.



92

BEE21 RNb— BEUAEZFELZE
SEIEYIBRREL
B J1XT1YSVILFI

Photo 21. Textile piece from the National
Museum of Anthropology, Archaeology
and History of Peru, Lima, Peru. Photo
by Justine Lamarche

BE22 ®mEBFR. /I\SHIAELE
1@3.5cm {d44cm
RIV—ENANEFELZBEREYIER
RT03069

By Ja1XTFTrUSVYILFIT

Photo 22. Textile found in Paracas
(3.5 cm wide by 44 cm long). Piece No.
03069 from the National Museum of
Anthropology, Archaeology and History
of Peru, Lima, Peru. Photo by Justine
Lamarche

BEE23 ADAAHT

186.5cm  KE30cm

RIb— ENAEZELRZELEYERR
RT03087

B Ja1XTFT1VSVYILFT

Photo 23. Textile found in Ocucaje
(6.5 cm wide by 30 cm long). Piece No.
03487 from the National Museum of
Anthropology, Archaeology and History
of Peru, Lima, Peru.Photo by Justine
Lamarche
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BEE24 0E9cm £I36cm

RIb— EIAEZFELZELEBYERR
RT2304

By Ja1XTFTrVSVYILFT

Photo 24. Textile fragment (9 cm wide
by 36 cm long). Piece No. 2304 from
the National Museum of Anthropology,
Archaeology and History of Peru, Lima,
Peru. Photo by Justine Lamarche

BEE25 RI—EFHIANBEBFELHFESR
BYIEER RT1793

B JaRT1USVYILFIT

MARER DEEDRIR,

Photo 25. Image of irradiated faces.
Piece No. 1793 of the National Museum
of Anthropology, Archaeology and
History of Peru, Lima, Peru.Photo by
Justine Lamarche

BE26 /NSAXAIRIVFIHEL
#E10cm {KT12cm

RIb— ENAEZELRZELEYERR
RT019362

B Ja1XFT1VSVYILFT

Photo 26. Paracas Cavernas textile
(10 cm wide by 12 cm long). Piece No.
019362 from the National Museum of
Anthropology, Archaeology and History
of Peru, Lima, Peru.Photo by Justine
Lamarche
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EHE27 M@20~21cm E&I86ecm(iET!
MR

R)b— ENIANEZELZEDEYIE
B Ja1XTrY SVYILFIT

Photo 27. Ceremonial belt (20-21 cm
wide x 86 cm long); knotted fragment.
Piece from the National Museum of
Anthropology, Archaeology and History
of Peru, Lima, Peru.Photo by Justine
Lamarche

BHE28 /{5HRROORURIIL
f@14cm £&I153cm

NR)b— ENANEZRELZEBEYIEEFTE
RT3333

B J1XT 1 SYILFT

Photo 28. Paracas Necropolis textile
fragment of (14 cm wide by 153 cm
long). Piece No. 3333 from the National
Museum of Anthropology, Archaeology
and History of Peru, Lima, Peru.Photo by
Justine Lamarche
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Born in Japan in 1941.Graduated from Shizuoka Prefectural
Women's College. Stayed abroad for over 30 years, including 4
years in Britain, 25 years in the Philippines, 2 years In the U. S. A,,
and 2 years in Uzbekistan.

Successfullyreconstructedthe clothjoiningtechnique called “Loop
Knotting” found with ancient ethnic costume of the Philippines,
started to be interested in collecting old ethnic costumes, their
joining techniques, reconstruction thereof and in related research.
That led to encountering Ancient Pre-Inca Paracas head belts
made in similar technique. Still, after 30 years, interested in the
specialized technique of Paracas “simple knotting” and trying
to collect ancient articles, and to reconstruct them through
illustration of the order of movement
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