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SEATTLE ART MUSEUM PRESENTS EXHIBITION OF 

IKAT TEXTILES FROM AROUND THE WORLD 

Ikat: A World of Compelling Cloth explores the textile’s complex 
processes and rich cultural meanings  
 

     
 
SEATTLE – The Seattle Art Museum (SAM) presents Ikat: A World of 
Compelling Cloth (March 9–May 29, 2023), an immersive exploration of the 
complex textile created in regions around the globe. Organized by SAM, Ikat 
features over 100 textiles made from the 12th century to the present, drawn 
from the museum’s collection and gifts and loans from the Seattle-based 
Collection of David and Marita Paly. On view will be kimonos, furnishings, 
robes, and other cloths from Africa, Asia, Europe, and the Americas. The 
exhibition also features a large-scale installation by contemporary artists 
Roland and Chinami Ricketts that offers the experience of walking into an ikat. 
 
Ikat is known for its jagged or flaming edges that have been adapted in fashion 
and design in a factory-made, printed form. True ikat is the result of a 
meticulous and time-honored process of dyeing threads to create handwoven 
patterns that continues as a living tradition today. The exhibition explores this 
process as well as the various social significances and symbolic meanings of 
ikat. As an ancient and contemporary art form, ikat offers a reminder of the 
power of slow fashion and the sacredness of clothing as art. 
 
Ikat offers several interpretive experiences. “Living labels,” or videos near 
select works, offer perspectives from experts and community members. A tour 
available via visitors’ smartphones features multimedia content exploring the 
exhibition’s textiles. And a portable learning station provides an opportunity 
for tactile, hands-on experiences with raw weaving materials. Also, SAM Shop 
will be adjacent to the galleries, with handwoven examples of ikat and other 
goods created by textile artists available for purchase. 



 

 

 
“Ikat embodies a commitment to slow and meaningful creation,” says Pamela 
McClusky, Oliver E. and Pamela F. Cobb Curator of African and Oceanic Art. 
“This exhibition is a rare opportunity to see stunning examples of this art form 
up-close. I’m thrilled to share these works from SAM’s collection and the 
generous new gifts and loans from the Paly Collection with our visitors; I hope 
they come away in awe of the artists’ dedication to this intricate process.” 
 
ABOUT THE EXHIBITION 
 
Ikat begins with a contemporary installation and then presents a tour of ikat 
textiles from around the world.  
 
Enter a Woven World 
 
Visitors are welcomed to the exhibition with the immersive experience of 
walking into an ikat. Contemporary artist Roland Ricketts and weaver Chinami 
Ricketts created the large-scale installation especially for the gallery space. 
Floor-to-ceiling indigo textiles envelop the visitor and enable them to get up 
close to the intricate texture of the cloth and the smell of the indigo. 
 
A Textile without Borders 
 

       
 
Visitors then embark of a world tour of ikat, with a nonlinear organization and a 
dynamic setting in which ikat fills all angles of the galleries. Slow viewing is 
rewarded, as the complex patterns and textures often reveal discrete images 
and symbols. Visitors can navigate around large circular platforms and the 
gallery walls filled with garments and other cloths, including: 
 

 A sequence of Silk Road coats from Uzbekistan, glowing with 
kaleidoscopic mazes in vivid shades of fuchsia, yellow, and teal. 

 Futon covers and kimonos from Japan, including numerous double 
ikats, made with a highly intensive technique in which both warp and 
the weft are resist-dyed prior to weaving. 

 Garments and other clothes from nine regions of Africa ignited with 
pulsing accents.  

 Sari and other textiles from four regions of India, including prized 
patolas, or double ikats, from Gujurat. 

 Sarongs and other wrapped cloths from Southeast Asia, including Laos, 
The Philippines, Thailand, Malaysia, Cambodia, Vietnam. 



 

 

 Ponchos and shawls from the Americas, including Ecuador, Peru, 
Bolivia, Chile, Guatemala, and Mexico. 

 Four examples of double ikat by contemporary US weaver Polly Barton. 

 Densely pattered cloths from Indonesia in warm rust and dark blue 
tones, including several used in rituals and ceremonies. 

 European furnishing fabrics in graphic or floral motifs from the 17th and 
18th centuries, mostly from France.  

 
A Living Tradition 
 
The importance of ikat as a living tradition is explored in a gallery filled with 
cloths from the textile organization Threads of Life in Indonesia. They work 
with over 1,000 women in more than 35 weaving collectives, encouraging 
natural dyes and textiles in traditional practices and sustainable methods. A 
dozen textiles, including several ceremonial pieces, will be on view. 
Photographs and videos will introduce visitors directly to the artists involved, 
offering an opportunity to see their complex processes and their involvement 
with ceremony as a collaborative vision of art in life. 
 
ADVISORY COMMITTEE 
 
For each major exhibition, SAM convenes a group of advisors from the 
community to participate in planning. The Ikat advisory committee is: 
 

 Kathy Hattori, textile artist and founder and president of Botanical 
Colors 

 Erin Hill, owner of are&bevintage and director of communications for 
Seattle JazzEd 

 Samantha Matemadombo, clothing designer and fashion consultant 

 Malia Peoples, textile artist and fashion designer 

 Barbara Setsu Pickett, Associate Professor Emeritus in Art, University of 
Oregon 

 Zahlen Titcomb, CEO and co-founder of Regenerated Textiles 
 
PLANNING A VISIT 
 
Museum Hours 

 Closed Monday & Tuesday 
 Wednesday–Sunday 10 am–5 pm 
 Holiday hours on the website 

 
Admission Prices 

 Adults: $29.99 (advance), $32.99 (day of) 
 Seniors (65+), Military (with ID): $24.99 (advance), $27.99 (day of) 
 Students (with ID), Teens (15–18): $19.99 (advance), $22.99 (day of) 
 Children (14 and under): FREE 
 SAM Members: FREE 

 
Free & Discounted Options 

 First Thursdays: Free to all 
 First Fridays: $5 admission for seniors (65+) 
 A complete list of options: Discount Access Programs 

 
Details are subject to change. For the most up-to-date information on planning 
a visit, go to seattleartmuseum.org. 



 

 

 
EXHIBITION ORGANIZATION AND SUPPORT 
 
Ikat: A World of Compelling Cloth is organized by the Seattle Art Museum. 
 
Presenting Sponsors 
 

 
 

 
 
The Virginia Wright Future Fund 
 
Generous Support 
ArtsFund/Guendolen Carkeek Plestcheeff Fund for the Decorative and Design 
Arts 
Contributors to the SAM Fund 
 
Image captions: Pardah hanging, late 19th century, Silk Road (Uzbekistan), silk, warp ikat, cotton 
weft, 90 x 65 in., Collection of David and Marita Paly, Kimono, 20th century, Japan (Kyushu, 
Kurume), cotton double ikat, 65 x 50 in., Collection of David and Marita Paly, Women's sarong 
(opened), early 20th century, Southeast Asia (Philippines, Mindanao Island, Bagobo), abaca, warp 
ikat, 75 x 56 in., Collection of David and Marita Paly, Woman's sarong, early 20th century, 
Southeast Asia (China, Hainan Island, Meifu Li ), cotton, silk, warp ikat, discontinuous 
supplementary weft, supplementary warp, 33 x 22 in., Collection of David and Marita Paly, Poncho, 
20th century, Americas (Bolivia, Charazani), sheep wool, warp ikat, 69 x 52 in., Collection of David 
and Marita Paly, Woman's cloth, mid-20th century, Africa (Nigeria, Yoruba), cotton warp ikat, 73 x 
52 in., Collection of David and Marita Paly. 

ABOUT SEATTLE ART MUSEUM   
As the leading visual art institution in the Pacific Northwest, SAM draws on its 
global collections, powerful exhibitions, and dynamic programs to provide 
unique educational resources benefiting the Seattle region, the Pacific 
Northwest, and beyond. SAM was founded in 1933 with a focus on Asian art. By 
the late 1980s the museum had outgrown its original home, and in 1991 a new 
155,000-square-foot downtown building, designed by Venturi, Scott Brown & 
Associates, opened to the public. The 1933 building was renovated and 
rededicated as the Asian Art Museum in 1994, and it reopened on February 8, 
2020, following an extensive renovation and expansion. SAM’s desire to further 
serve its community was realized in 2007 with the opening of two stunning 
new facilities: the nine-acre Olympic Sculpture Park (designed by 
Weiss/Manfredi Architects)—a “museum without walls,” free and open to all—
and the Allied Works Architecture designed 118,000-square-foot expansion of 
its main, downtown location, including 232,000 square feet of additional space 
built for future expansion. The Olympic Sculpture Park and SAM’s downtown 
expansion celebrated their tenth anniversary in 2017. 
 
From a strong foundation of Asian art to noteworthy collections of African and 
Oceanic art, Northwest Coast Native American art, European and American art, 
and modern and contemporary art, the strength of SAM’s collection of 
approximately 25,000 objects lies in its diversity of media, cultures, and time 
periods. 
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Pardah hanging, late 19th century, Silk 
Road (Uzbekistan), silk, warp ikat, 
cotton weft, 90 x 65 in., Collection of 
David and Marita Paly   

 

Kimono, 20th century, Japan (Kyushu, 
Kurume), cotton double ikat, 65 x 50 in., 
Collection of David and Marita Paly 



 

 

 

Women's sarong (opened), early 20th 
century, Southeast Asia (Philippines, 
Mindanao Island, Bagobo), abaca, warp 
ikat, 75 x 56 in., Collection of David and 
Marita Paly 

 

Woman's sarong, early 20th century, 
Southeast Asia (China, Hainan Island, 
Meifu Li ), cotton, silk, warp ikat, 
discontinuous supplementary weft, 
supplementary warp, 33 x 22 in., 
Collection of David and Marita Paly 



 

 

 

Poncho, 20th century, Americas 
(Bolivia, Charazani), sheep wool, warp 
ikat, 69 x 52 in., Collection of David and 
Marita Paly 

 

Woman's cloth, mid-20th century, Africa 
(Nigeria, Yoruba), cotton warp ikat, 73 x 
52 in., Collection of David and Marita 
Paly 



 

 

 

Anchor, from the DARE series, 2020, 
Polly Barton, American, b. 1956, silk, 
double ikat with additional dye, 64.5 x 
31.5 in., © Polly Barton, courtesy of the 
artist and Chiaroscuro Gallery 

 

Patola (sari), 19th century, India 
(Gujarat), silk, double ikat, 125 x 36 in., 
Collection of David and Marita Paly 

 



Object List with Image

Object Number Classification Attribution Title, Credit line, Date, Medium Image

1. 89.152 Furnishings 

and 

Equipment

Japanese Futonjij (bedding cover) with castle, early 

20th century

Gift of the Virginia and Bagley Wright 

Collection

Cotton cloth with double ikat (kasuri)

91 x 64 1/4 in. (231.14 x 163.2 cm)

2. 89.154 Furnishings 

and 

Equipment

Japanese Futonji (bedding cover) with shrine, late 19th 

- early 20th century

Gift of the Virginia and Bagley Wright 

Collection

Cotton cloth with double ikat (kasuri)

85 1/16 x 62 in. (216 x 157.48 cm)

3. 98.53.19 Furnishings 

and 

Equipment

Japanese Futonji (bedding cover) with umbrellas, ca. 

1880

Gift of Frances and Thomas Blakemore

Cotton cloth with indigo dye (ikat and kasuri) 

and double ikat

Overall: 47 1/4in. (120cm)

L. (L.): 60 1/4in. (153cm)

4. 2001.453 Furnishings 

and 

Equipment

Japanese Futonji (bedding cover) with bamboo and 

sparrows, early 20th century

Gift of the Christensen Fund

Cotton cloth with indigo dye (kasuri) and 

double ikat

56 3/4 x 49 1/2 in. (144.15 x 125.73 cm)

5. 2001.456 Furnishings 

and 

Equipment

Japanese Futonji (bedding cover) with tigers, early 20th 

century

Gift of the Christensen Fund

Cotton cloth with indigo dye (kasuri) and 

double ikat

66 3/4 x 52 1/8 in. (169.55 x 132.4 cm)

6. 2001.458 Furnishings 

and 

Equipment

Japanese Fuitonji (bedding cover) with tortoises, 19th 

century

Gift of the Christensen Fund

Cotton cloth (kasuri) and double ikat

56 3/4 x 50 1/2 in. (144.15 x 128.27 cm)

7. 2001.461 Furnishings 

and 

Equipment

Japanese Futonji (bedding cover) with cranes and 

turtles, early 20th century

Gift of the Christensen Fund

Cotton cloth with indigo dye (kasuri) and 

double ikat

60 1/2 x 48 1/2 in. (153.67 x 123.19 cm)
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8. 2001.466 Furnishings 

and 

Equipment

Kurume Futonji (bedding cover) with daruma, early 

20th century

Gift of the Christensen Fund

Cotton cloth with indigo dye (weft kasuri) and 

double ikat

59 x 51 3/8 in. (149.86 x 130.49 cm)

9. 2022.38.1 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Coat, chapan, late 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft, warp-faced plain 

weave

50 x 60 in. (127 x 152.4 cm)

10. 2022.38.2 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Coat, chapan, Third quarter 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft

47 x 84 in. (119.4 x 213.4 cm)

11. 2022.38.3 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Dress, early 20th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft

49 x 67 in. (124 x 170.2 cm)

12. 2022.38.4 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardeh (hanging), second half 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft, silk embroidery 

thread, warp-faced plain weave with chain 

stitch embroidery

103 x 67 in. (261.6 x 170.2 cm)

13. 2022.38.5 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardeh (hanging), fourth quarter 19th 

century

Gift of David and Marita Paly

Silk warp ikat, cotton weft, natural dyes

87 x 60 3/4 in. (221 x 154.3 cm)

14. 2022.38.6 Textiles and 

Clothing

Central Asia, 

Uzbekistan

Pardeh (hanging), mid-19th century

Gift of David and Marita Paly

Silk warp, cotton weft, resist dyed warp 

(ikat), natural dyes

74 3/4 x 41 1/2 in. (189.9 x 105.4 cm)

15. 2022.38.7 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardeh (hanging), third quarter 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft

33 x 87 1/2 in. (83.3 x 222.3 cm)
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16. 2022.38.8 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardeh (hanging), early 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft

70 x 55 in. (177.8 x 139.7cm)

17. 2022.38.9 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Coverlet, 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft and cotton border

61 x 52 in. (154.9 x 132.1 cm)

18. 2022.38.10 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Panel, fragment of coat, late 19th century

Gift of David and Marita Paly

Silk velvet warp ikat, silk and cotton weft

28 x 13 1/2 in. (71.1 x 34.3 cm)

19. 2022.38.11 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Prayer cloth, 19th century

Gift of David and Marita Paly

Patchwork of cloths made with silk warp ikat, 

cotton weft and printed cotton

29 x 19 in. (73.7 x 48.3 cm)

20. 2022.38.12 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Bridal hat, late 19th century

Gift of David and Marita Paly

Silk velvet ikat, cotton weft

19 1/2 x 7 1/4 in. (49.5 x 18.4 cm)

21. 2022.38.13 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Khamiseq (woman's cape), 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton embroidery, woven 

wool felt, cotton fringe

48 x 58 in. (121.9 x 147.3 cm)

22. 2022.38.14 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Fragment, late 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft

30 1/2 x 15 3/4 in. (77.5 x 40 cm)

23. 2022.38.15 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Man's pants, late 19th century

Gift of David and Marita Paly

Silk warp ikat, cotton weft, cotton cloth

34 1/2 x 25 1/2 in. (87.6 x 64.8 cm)
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24. 2022.38.16 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardeh (hanging), mid-19th century

Silk warp ikat, cotton weft

69 x 37 1/2 in. (175.3 x 95.3 cm)

25. 2022.43.1 Textiles and 

Clothing

Ni Gde Diari, 

Ngurah Hendrawan, 

Gede Suantika 

Pramana

Cepuk (protective cloth), 2022

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Weft ikat, single panel, sewn edge, 

commercial cotton, and natural dyes

94 x 30 3/4 in. (238.8 x 78.1 cm)

26. 2022.43.2 Textiles and 

Clothing

Ni Wayan Sriani, Ni 

Wayan Juli, Ni Luh 

Yudi, Pacong

Geringsing pat likur prembon (ceremonial 

cloth), 2017

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Single panel, double ikat, braided fringe, 

handspun cotton, and natural dyes

87 x 19 1/2 in. (221 x 41.9 cm)

27. 2022.43.3 Textiles and 

Clothing

Feronika Sasi, 

Rosina Meta

Beti tnana (middle section of man's hip 

cloth), 2007

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, open fringe, commercial cotton, 

and natural dyes

84 x 24 1/8 in. (213.4 x 61.3 cm)

28. 2022.43.4 Textiles and 

Clothing

Theresia Abi, 

Yohanna Ato

Beti naek (man's hip cloth), 2020

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, open fringe, commercial cotton, 

and natural dyes

67 x 35 1/2 in. (170.2 x 90.2 cm)

(center bulges, width: 31 1/2 at fringe)

29. 2022.43.5 Textiles and 

Clothing

Ni Ketut Turi, Kadek 

Latri

Sudamala (ceremonial cleansing cloth), 

2021

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Weft ikat, single panel, hand sewn edges, 

commercial cotton, and natural dyes

94 1/2 x 35 in. (240 x 88.9 cm)

30. 2022.43.6 Textiles and 

Clothing

Tamu Rambu 

Hamu Eti, Ngguna 

Jilik, Umbu Tanya, 

Hawu Rimu

Hinggi (man's ceremonial hip cloth), 2015

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, kabakil striped edging, twisted 

fringe, commercial cotton, and natural dyes

117 x 41 1/2 in. (297.2 x 105.4 cm)
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31. 2022.43.7 Textiles and 

Clothing

Rosalia Bubu, Maria 

Fatima Rince 

Gabriel

Beti keut bati (man's ceremonial hip cloth), 

2011

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, commercial cotton, and natural 

dyes

92 x 39 1/4 in. (233.7 x 99.7 cm)

32. 2022.43.8 Textiles and 

Clothing

Tb'e Benu Mau naek (man's ceremonial hip cloth), 

2015

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, twisted fringe, handspun cotton, 

and natural dyes

81 x 41 1/4 in. (205.7 x 104.8 cm)

33. 2022.43.9 Textiles and 

Clothing

Theresia Bare 

Beribe

Kreot beloge (woman's ceremonial skirt), 

2012

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, stitched shells, handspun cotton, 

and natural dyes

67 1/2 x 31 1/4 in. (171.5 x 79.4 cm)

34. 2022.43.10 Textiles and 

Clothing

Katarina Paba Lawo butu (woman's ceremonial skirt), 2017

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, three panels sewn together, 

stitched bead and shells, commercial cotton, 

and natural dyes

67 1/4 x 29 in. (170.8 x 73.7 cm)

35. 2022.43.11 Textiles and 

Clothing

Mikael Doni Ledun Kreot nai telon (woman's ceremonial cloth), 

2021

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat, warp ends uncut, stitched bead 

and shells, handspun cotton, and natural 

dyes

58 x 26 1/4 in. (147.3 x 66.7 cm)

36. 2022.43.12 Textiles and 

Clothing

Tamu Rambu 

Hamu Eti, Ngguna 

Jilik, Hiwa Ranja 

Rudung, Hawu 

Rimu

Lau pahudu padua (woman's ceremonial 

sarong), 2014

Plestcheeff Endowment for the Decorative 

Arts and Indonesian Support Fund

Warp ikat and floating warp patterning, 

commercial cotton, and natural dyes

57 1/2 x 25 3/4 in. (146.1 x 65.4 cm)

37. T2015.54.1 Textiles and 

Clothing

Chilean , Mapuche Chief's poncho, ca. 1900

Collection of David and Marita Paly

Wool warp ikat

57 × 60 in. (144.8 × 152.4 cm)
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38. T2015.54.4 Textiles and 

Clothing

Indonesian , 

Sumatra

Sacred Shawl (Ulos Ragidup), ca. 1900

Collection of David and Marita Paly

Cotton; warp resist (ikat); supplementary 

weft; natural dyes including indigo

44 × 96 in. (111.8 × 243.8 cm)

39. T2015.54.10 Textiles and 

Clothing

Peruvian , Central 

Coast

Tunic fragment, ca. 900

Collection of David and Marita Paly

Cotton, resist dyed warp (ikat), natural dyes

38 × 38 in. (96.5 × 96.5 cm)

40. T2022.60.1 Textiles and 

Clothing

Polly Barton Prey, from the DARE series, 2017

Silk, double ikat with additional dye

64 1/2 × 31 1/2 in. (163.8 × 80 cm)

41. T2022.60.2 Textiles and 

Clothing

Polly Barton Thicket, from the DARE series, 2018

Silk, double ikat with additional dye

64 1/2 × 31 1/2 in. (163.8 × 80 cm)

42. T2022.60.3 Textiles and 

Clothing

Polly Barton Anchor, from the DARE series, 2020

Silk, double ikat with additional dye

64 1/2 × 31 1/2 in. (163.8 × 80 cm)

43. T2022.61.1 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Chapan coat, late 19th century

Collection of David and Marita Paly

Silk warp ikat, silk weft

57 × 67 in. (144.8 × 170.2 cm)

44. T2022.61.2 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardah hanging, late 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft

61 × 45 in. (154.9 × 114.3 cm) *updated 

dims*

45. T2022.61.3 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardah hanging, late 19th century

Collection of David and Marita Paly

Silk warp ikat

86 × 57 1/2 in. (218.4 × 146.1 cm)
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46. T2022.61.4 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardah hanging, late 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft

78 × 46 in. (198.1 × 116.8 cm)

47. T2022.61.5 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Ritual hanging, 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft, natural dyes (ikat) 

and synthetic dyes (fringe)

29 × 15 in. (73.7 × 38.1 cm)

48. T2022.61.6 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Fragment, late 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft

48 1/2 × 18 1/2in. (123.2 × 47 cm)

49. T2022.61.7 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Pardah hanging, early 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft

70 × 50 in. (177.8 × 127 cm)

50. T2022.61.8 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Fragment of a coat, late 19th century

Collection of David and Marita Paly

Silk velvent warp ikat, cotton weft

24 × 16 in. (61 × 40.6 cm)

51. T2022.61.9 Textiles and 

Clothing

Unknown artist, 

Uzbekistan

Woman's coat (Munisak), late 19th century

Collection of David and Marita Paly

Silk velvet warp ikat, cotton weft, silk 

embroidered edging

50 × 54 in. (127 × 137.2 cm)

52. T2022.61.10 Textiles and 

Clothing

Syrian Cover or bath wrapper, late 19th century

Collection of David and Marita Paly

Silk warp ikat, silk weft, warp-predominant 

plain weave

71 1/2 × 41 in. (181.6 × 104.1 cm)

53. T2022.61.11 Textiles and 

Clothing

Syrian Woman's robe (Mashruu), 19th century

Collection of David and Marita Paly

Silk warp ikat, cotton weft, metallic 

embroidery

51 × 66 in. (129.5 × 167.6 cm)
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54. T2022.61.12 Textiles and 

Clothing

Persian Pillow cover, 19th century

Collection of David and Marita Paly

Silk velvet ikat, wool or cotton weft

35 × 22 in. (88.9 × 55.9 cm) *updated dims*

55. T2022.61.13 Textiles and 

Clothing

Persian Prayer rug, late 19th century

Collection of David and Marita Paly

Silk warp velvet ikat, cotton weft

73 × 56 in. (185.4 × 142.2 cm)

56. T2022.61.14 Textiles and 

Clothing

Turkish Turkish towel, 19th century

Collection of David and Marita Paly

Cotton warp ikat, linen warp and weft, 

metallic ebroidery, crochet border

54 × 16 in. (137.2 × 40.6 cm)

57. T2022.61.15 Textiles and 

Clothing

Ngala Woman's skirt, 20th century

Collection of David and Marita Paly

Raffia, proto ikat

28 × 27 in. (71.1 × 68.6 cm)

58. T2022.61.16 Textiles and 

Clothing

Nigerian Woman's wrapper cloth, early 20th century

Collection of David and Marita Paly

Cotton warp ikat, cotton tapestry weave

83 × 56 in. (210.8 × 142.2 cm)

59. T2022.61.17 Textiles and 

Clothing

Mongo Dance skirt, 20th century

Collection of David and Marita Paly

Raffia, proto ikat

18 × 12 in. (45.7 × 30.5 cm)

Overall: 26 1/4 x 15 1/4 in. (66.7 cm x 38.7 

cm)

60. T2022.61.18 Textiles and 

Clothing

Yoruba Man's tunic (Agbada, asa oke strip woven), 

early 20th century

Collection of David and Marita Paly

Cotton warp ikat, cotton embroidery

48 × 97 in. (121.9 × 246.4 cm)

61. T2022.61.19 Textiles and 

Clothing

Cote d'Ivoire Woman's cloth (strip woven), mid 20th 

century

Collection of David and Marita Paly

Cotton warp ikat, cotton weft brocade

62 × 43 1/4 in. (157.5 × 109.9 cm)
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62. T2022.61.20 Textiles and 

Clothing

Cote d'Ivoire Woman's cloth, early 20th century

Collection of David and Marita Paly

Cotton warp ikat, cotton weft brocade

65 1/2 × 44 1/2 in. (166.4 × 113 cm)

63. T2022.61.21 Textiles and 

Clothing

Yoruba Woman's cloth, early 20th century

Collection of David and Marita Paly

Cotton warp ikat, wild silk warp stripes

72 × 57 1/4 in. (182.9 × 145.4 cm)

64. T2022.61.22 Textiles and 

Clothing

Yoruba Woman's cloth, mid 20th century

Collection of David and Marita Paly

Cotton warp ikat, cotton weft brocade, strip 

woven

75 × 41 1/4 in. (190.5 × 104.8 cm)

65. T2022.61.23 Textiles and 

Clothing

Baule culture, Ivory 

Coast

Man's cloth, mid 20th century

Collection of David and Marita Paly

Cotton warp ikat, weft rayon brocade

96 × 68 in. (243.8 × 172.7 cm)

66. T2022.61.25 Textiles and 

Clothing

Moroccan Woman's wedding belt, late 19th century

Collection of David and Marita Paly

Silk warp ikat, silk lampas weave, lined with 

silk, natural and synthetic dyes

149 × 8 1/2 in. (378.5 × 21.6 cm)

67. T2022.61.26 Textiles and 

Clothing

Sakalava peoples Room divider, 19th century

Collection of David and Marita Paly

Raffia, warp ikat

97 × 41 in. (246.4 × 104.1 cm)

68. T2022.61.27 Textiles and 

Clothing

Moroccan Woman's wedding belt, late 19th century

Collection of David and Marita Paly

Silk warp ikat, silk lampas weave, lined with 

silk, natural and synthetic dyes

121 1/2 × 6 in. (308.6 × 15.2 cm)

69. T2022.61.28 Textiles and 

Clothing

Yoruba Woman's cloth, early 20th century

Collection of David and Marita Paly

Cotton warp ikat, Alaari trade silk stripes

81 1/4 × 49 in. (206.4 × 124.5 cm)
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70. T2022.61.29 Textiles and 

Clothing

Yoruba Woman's cloth, mid 20th century

Collection of David and Marita Paly

Cotton warp ikat, strip woven

72 1/2 × 52 1/4 in. (184.2 × 132.7 cm)

71. T2022.61.30 Textiles and 

Clothing

Yoruba Tunic (Agbada) and pants, mid 20th century

Collection of David and Marita Paly

Cotton

Tunic: 49 1/4 × 81 1/2 in. (125.1 × 207 cm)

Pants: 36 × 32 in. (91.4 × 81.3 cm)

72. T2022.61.31 Textiles and 

Clothing

Kurume Kimono, 20th century

Collection of David and Marita Paly

Cotton weft ikat, e-gasuri

54 1/2 × 49 1/2 in. (138.4 × 125.7 cm)

73. T2022.61.32 Textiles and 

Clothing

Japanese Kotatsu cover, 20th century

Collection of David and Marita Paly

Cotton warp ikat

50 1/2 × 47 in. (128.3 × 119.4 cm)

74. T2022.61.33 Textiles and 

Clothing

Japanese Child's kimono, 20th century

Collection of David and Marita Paly

Cotton double ikat

25 1/4 × 24 in. (64.1 × 61 cm)

75. T2022.61.34 Textiles and 

Clothing

Japanese Child's kimono, 20th century

Collection of David and Marita Paly

Silk double ikat

38 × 29 1/2 in. (96.5 × 74.9 cm)

76. T2022.61.35 Textiles and 

Clothing

Kurume Kimono, 20th century

Collection of David and Marita Paly

Cotton double ikat

65 × 53 in. (165.1 × 134.6 cm)

77. T2022.61.36 Textiles and 

Clothing

Japanese Futon cover, 19th or early 20th century

Collection of David and Marita Paly

Cotton double ikat

61 × 50 1/4 in. (154.9 × 127.6 cm) *updated 

dims*
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78. T2022.61.37 Textiles and 

Clothing

Japanese Child's kimono, 20th century

Collection of David and Marita Paly

Cotton, double ikat, e gasuri

31 × 25 1/4 in. (78.7 × 64.1 cm)

79. T2022.61.38 Textiles and 

Clothing

Japanese Kimono, 1930s

Collection of David and Marita Paly

Meisin silk printed double ikat

60 × 50 in. (152.4 × 127 cm)

80. T2022.61.39 Textiles and 

Clothing

Japanese Child's kimono, early 20th century

Collection of David and Marita Paly

Cotton double ikat

34 x 35 in. (86.4 x 88.9 cm) *updated dims*

81. T2022.61.40 Textiles and 

Clothing

Japanese Boro Kotatsu cover, 20th century

Collection of David and Marita Paly

Cotton, double ikat

71 1/2 × 39 in. (181.6 × 99.1 cm)

82. T2022.61.41 Textiles and 

Clothing

Japanese Kappa, 19th century

Collection of David and Marita Paly

Cotton weft kasuri

44 × 86 in. (111.8 × 218.4 cm)

83. T2022.61.42 Textiles and 

Clothing

Miyako or Yaeyama Summer robe, 19th century

Collection of David and Marita Paly

Banana fiber "basho-fu" double ikat

57 1/2 × 48 in. (146.1 × 121.9 cm)

84. T2022.61.43 Textiles and 

Clothing

Kyoto Noh robe, 1770-80

Collection of David and Marita Paly

"Atsuita karaori" technique, silk plaid warp 

ikat, silk weft brocade, silk lining

65 × 55 in. (165.1 × 139.7 cm)

85. T2022.61.44 Textiles and 

Clothing

Kyoto Man's court robe, noshime, for samurai, 

early 19th century

Collection of David and Marita Paly

Silk warp ikat, zone dyed

56 × 57 in. (142.2 × 144.8 cm) *updated 

dims*
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86. T2022.61.45 Textiles and 

Clothing

Ecuador Poncho, 20th century

Collection of David and Marita Paly

Cotton warp ikat, sheep's wool

60 × 49 in. (152.4 × 124.5 cm)

87. T2022.61.46 Textiles and 

Clothing

Peruvian Poncho, 20th century

Collection of David and Marita Paly

Sheep's wool warp ikat, natural and 

synthetic dyes

50 × 48 in. (127 × 121.9 cm)

88. T2022.61.47 Textiles and 

Clothing

Bolivian Poncho, 20th century

Collection of David and Marita Paly

Sheep wool warp ikat

69 × 52 in. (175.3 × 132.1 cm)

89. T2022.61.48 Textiles and 

Clothing

Guatemalan Woman's skirt cloth, 20th century

Collection of David and Marita Paly

Cotton weft ikat

94 × 31 in. (238.8 × 78.7 cm) *updated 

dims*

90. T2022.61.50 Textiles and 

Clothing

Ecuador Poncho, 20th century

Collection of David and Marita Paly

Cotton warp ikat

58 × 50 in. (147.3 × 127 cm)

91. T2022.61.51 Textiles and 

Clothing

Bolivian Poncho, late 18th century - early 19th 

century

Collection of David and Marita Paly

Alpaca wool warp ikat, tablet woven border 

and fringe, natural dyes

84 × 54 in. (213.4 × 137.2 cm) *updated 

dims*

92. T2022.61.52 Textiles and 

Clothing

Guatemalan Woman's shoulder cloth, late 20th century

Collection of David and Marita Paly

Cotton warp ikat, lurex fiber

46 × 47 in. (116.8 × 119.4 cm)
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93. T2022.61.53 Textiles and 

Clothing

Mexican Shoulder cloth (rebozo), 1970s

Collection of David and Marita Paly

Cotton warp ikat, macrame fringe

94 × 28 1/2 in. (238.8 × 72.4 cm)

94. T2022.61.54 Textiles and 

Clothing

Mexican Shoulder cloth (rebozo), early 19th century

Collection of David and Marita Paly

Silk warp ikat

90 × 28 in. (228.6 × 71.1 cm)

95. T2022.61.55 Textiles and 

Clothing

Peruvian Shawl (rebozo), 19th century

Collection of David and Marita Paly

Cotton warp ikat, macrame and plantain 

fiber fringe

116 × 35 in. (294.6 × 88.9 cm)

96. T2022.61.57 Textiles and 

Clothing

Bolivian Hat (chullo), 19th century

Collection of David and Marita Paly

Alpaca wool, portions of knit ikat

12 1/2 × 8 3/4 in. (31.8 × 22.2 cm)

97. T2022.61.58 Textiles and 

Clothing

Maharashtra, 

Paithan

Sari, 20th century

Collection of David and Marita Paly

Cotton warp ikat, silk metallic weft brocade

148 × 47 in. (375.9 × 119.4 cm)

98. T2022.61.59 Textiles and 

Clothing

Gujarat Skirt (mashru), 19th century

Collection of David and Marita Paly

Silk warp ikat, silk embroidery

36 × 49 in. (91.4 × 124.5 cm)

99. T2022.61.60 Textiles and 

Clothing

Gujarat Trade patola, 19th century

Collection of David and Marita Paly

Silk, double ikat

144 × 35 in. (365.8 × 88.9 cm)

100. T2022.61.61 Textiles and 

Clothing

Indian Sari, mid-20th century

Collection of David and Marita Paly

Silk and metallic threads, weft ikat

184 × 45 in. (467.4 × 114.3 cm)
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101. T2022.61.62 Textiles and 

Clothing

Gujarat Patola (sari), 19th century

Collection of David and Marita Paly

Silk double ikat

125 × 36 in. (317.5 × 91.4 cm)

102. T2022.61.63 Textiles and 

Clothing

Indian Telia rumal (sari), early 20th century

Collection of David and Marita Paly

Cotton double ikat, natural dyes

81 × 44 in. (205.7 × 111.8 cm)

103. T2022.61.64 Textiles and 

Clothing

Laos Woman's saraong, late 19th or early 20th 

century

Collection of David and Marita Paly

Silk, cotton, weft ikat, continuous and 

discontinuous supplementary weft

53 × 31 1/4 in. (134.6 × 79.4 cm)

104. T2022.61.65 Textiles and 

Clothing

Mindanao Woman's sarong, 20th century

Collection of David and Marita Paly

Silk, weft ikat

62 × 36 in. (157.5 × 91.4 cm)

105. T2022.61.66 Textiles and 

Clothing

Mindanao Woman's sarong, 20th century

Collection of David and Marita Paly

Abaca, warp ikat

51 × 36 1/2 in. (129.5 × 92.7 cm)

106. T2022.61.67 Textiles and 

Clothing

Thai Woman's ceremonial skirt, sin mii, 20th 

century

Collection of David and Marita Paly

Silk, cotton, weft ikat, discontinuous 

supplementary weft

36 × 23 in. (91.4 × 58.4 cm)

107. T2022.61.68 Textiles and 

Clothing

Hainan Island, 

China

Woman's sarong, early 20th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, discontinuous 

supplementary weft, supplementary warp

33 × 22 in. (83.8 × 55.9 cm)

108. T2022.61.69 Textiles and 

Clothing

Malaysian Shawl or head cloth, 19th century

Collection of David and Marita Paly

91 1/2 × 32 in. (232.4 × 81.3 cm)
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109. T2022.61.70 Textiles and 

Clothing

Iban Ritual textile (pua kumbu), late 19th to early 

20th century

Collection of David and Marita Paly

Cotton warp ikat

89 × 65 in. (226.1 × 165.1 cm)

110. T2022.61.71 Textiles and 

Clothing

Thai Woman's sarong, 20th century

Collection of David and Marita Paly

Cotton, warp ikat

35 × 24 in. (88.9 × 61 cm)

111. T2022.61.73 Textiles and 

Clothing

Tai Daeng peoples, 

Laos

Woman's sarong, 20th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, weft ikat, 

discontinuou supplementary weft

30 1/2 × 26 in. (77.5 × 66 cm)

112. T2022.61.74 Textiles and 

Clothing

Cambodian Hip wrapper, 19th century

Collection of David and Marita Paly

Silk, weft ikat, zone dyeing, 2:1 twill

116 × 35 in. (294.6 × 88.9 cm)

113. T2022.61.75 Textiles and 

Clothing

Iban Ritual textile (pua kumbu), 19th century

Collection of David and Marita Paly

Cotton, warp ikat

95 × 51 in. (241.3 × 129.5 cm) *updated 

dims*

114. T2022.61.76 Textiles and 

Clothing

Bagobo Woman's sarong, early 20th century

Collection of David and Marita Paly

Abaca, warp ikat

75 × 56 in. (190.5 × 142.2 cm)

115. T2022.61.77 Textiles and 

Clothing

Papua New Guinea Woman's dance skirt, early 20th century

Collection of David and Marita Paly

Grass and proto-ikat

23 × 26 in. (58.4 × 66 cm)

116. T2022.61.78 Textiles and 

Clothing

Hainan Island, 

China

Woman's sarong, Ha Li, late 19th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, discontinuous 

supplementary weft, complementary warp, 

embroidery

36 1/2 × 53 in. (92.7 × 134.6 cm) *updated 

dims*
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117. T2022.61.79 Textiles and 

Clothing

Thai Woman's sarong, 20th century

Collection of David and Marita Paly

Silk, weft ikat

35 1/2 × 31 1/2 in. (90.2 × 80 cm)

118. T2022.61.80 Textiles and 

Clothing

Myanmar Man's tunic (phyang), 19th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, discontinuous 

supplementary weft

38 × 35 in. (96.5 × 88.9 cm)

119. T2022.61.81 Textiles and 

Clothing

Laos Funerary cloth or coffin cover, 19th century

Collection of David and Marita Paly

Silk, weft ikat, zone dyeing

114 3/4 × 33 in. (291.5 × 83.8 cm)

120. T2022.61.82 Textiles and 

Clothing

Myanmar Man's sash or woman's head cloth, 19th 

century

Collection of David and Marita Paly

Silk, tapestry weave, weft ikat, continuous 

supplementary weft

79 × 34 in. (200.7 × 86.4 cm)

121. T2022.61.83 Textiles and 

Clothing

Cambodian Ceremonial hanging (pidan), early 20th 

century

Collection of David and Marita Paly

Silk, weft ikat, 2:1 twill

31 1/2 × 61 in. (80 × 154.9 cm)

122. T2022.61.84 Textiles and 

Clothing

Vietnamese Woman's skirt (hban), 20th century

Collection of David and Marita Paly

Cotton, warp ikat, discontinuous 

supplementary weft, supplemenatry warp

33 1/2 × 73 in. (85.1 × 185.4 cm)

123. T2022.61.85 Textiles and 

Clothing

Vietnamese Woman's blouse, 20th century

Collection of David and Marita Paly

Cotton, warp ikat, discontinuous 

supplementary weft, supplemenatry warp

17 × 50 in. (43.2 × 127 cm)

124. T2022.61.86 Textiles and 

Clothing

Pasemah Shoulder cloth (kain bidak), 19th century

Collection of David and Marita Paly

Cotton, weft ikat, continuous supplementary 

weft, fringe decorated with tin

81 × 21 in. (205.7 × 53.3 cm)
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125. T2022.61.87 Textiles and 

Clothing

Flores Island Woman's sarong (hoba pojo), 20th century

Collection of David and Marita Paly

Cotton, warp ikat

72 × 56 in. (182.9 × 142.2 cm)

126. T2022.61.88 Textiles and 

Clothing

Indonesian Sarond (Pou), opened, early 20th century

Collection of David and Marita Paly

Cotton, warp ikat

57 × 45 in. (144.8 × 114.3 cm)

127. T2022.61.89 Textiles and 

Clothing

Sumba Man's shawl or hip wrapper (hinggi kombu), 

mid-20th century

Collection of David and Marita Paly

Cotton, warp ikat, supplementary weft, weft 

tapestry woven band

114 × 53 1/2 in. (289.6 × 135.9 cm) *updated 

dims*

128. T2022.61.90 Textiles and 

Clothing

Indonesian Man's shawl or hip wrapper (beti), 20th 

century

Collection of David and Marita Paly

Cotton, warp ikat, weft twining

73 × 48 1/2 in. (185.4 × 123.2 cm)

129. T2022.61.91 Textiles and 

Clothing

Sulawesi Ritual cloth (pori situtu), early 20th century

Collection of David and Marita Paly

Cotton, warp ikat

105 × 55 in. (266.7 × 139.7 cm)

130. T2022.61.92 Textiles and 

Clothing

Indonesian Ritual cloth, 17th century

Collection of David and Marita Paly

Cotton, double ikat

94 × 33 in. (238.8 × 83.8 cm)

131. T2022.61.93 Textiles and 

Clothing

Ngada Woman's sarong or sacred heirloom (lawo 

butu), 19th century

Collection of David and Marita Paly

Cotton, trade beads, nassa shells, warp ikat, 

appliqué

72 × 31 in. (182.9 × 78.7 cm)
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132. T2022.61.94 Textiles and 

Clothing

Balinese Ritual cloth (geringsing), 20th century

Collection of David and Marita Paly

Cotton, double ikat

72 × 32 in. (182.9 × 81.3 cm)

133. T2022.61.95 Textiles and 

Clothing

Bangka Shoulder cloth (selendang), 19th century

Collection of David and Marita Paly

Silk, weft ikat, plangi, metallic supplimentary 

weft

87 × 35 in. (221 × 88.9 cm) *updated dims*

134. T2022.61.96 Textiles and 

Clothing

Guatemalan Huipil (tunic), 20th century

Collection of David and Marita Paly

Cotton, warp ikat, embroidery

30 × 49 in. (76.2 × 124.5 cm)

135. T2022.61.97 Textiles and 

Clothing

Palembang Shoulder cloth (selendang), early 20th 

century

Collection of David and Marita Paly

Silk, weft ikat, plangi, metallic supplementary 

weft

78 × 32 in. (198.1 × 81.3 cm)

136. T2022.61.98 Textiles and 

Clothing

Balinese Ritual cloth (geringsing wayang), 19th 

century

Collection of David and Marita Paly

Cotton, double ikat, metallic supplementary 

weft

82 × 25 1/2 in. (208.3 × 64.8 cm) *udpated 

dims*

137. T2022.61.99 Textiles and 

Clothing

Sumba Man's shawl or hip wrapper (hinggi kawuru), 

early 20th century

Collection of David and Marita Paly

Cotton, warp ikat

108 × 48 in. (274.3 × 121.9 cm) *updated 

dims*

138. T2022.61.100 Textiles and 

Clothing

Flores Island Man's shawl (semba), mid-20th century

Collection of David and Marita Paly

Cotton, warp ikat

90 × 39 in. (228.6 × 99.1 cm)

139. T2022.61.101 Textiles and 

Clothing

Balinese Man's hip wrapper (saput endek), late 19th - 

early 20th century

Collection of David and Marita Paly

Silk, weft ikat, metallic supplementary weft

43 × 77 in. (109.2 × 195.6 cm)
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140. T2022.61.102 Textiles and 

Clothing

West Timor Woman's sarong (tais feto), 19th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, embroidery

56 × 21 in. (142.2 × 53.3 cm)

141. T2022.61.103 Textiles and 

Clothing

Toraja Ceremonial cloth, 19th century

Collection of David and Marita Paly

Cotton, warp ikat

60 × 71 in. (152.4 × 180.3 cm)

142. T2022.61.104 Textiles and 

Clothing

Sumatran Ritual cloth (ulos), mid-20th century

Collection of David and Marita Paly

Cotton, warp ikat, weft twining

108 × 41 in. (274.3 × 104.1 cm) *updated 

dims*

143. T2022.61.105 Textiles and 

Clothing

Lampung Woman's sarong (tapis merah), 19th century

Collection of David and Marita Paly

Cotton, silk, warp ikat, embroidery

51 × 25 in. (129.5 × 63.5 cm)

144. T2022.61.106 Textiles and 

Clothing

Lampung Woman's saraong or tapis inuh, early 19th 

century

Collection of David and Marita Paly

cotton, silk, warp ikat, embroidery

44 × 49 in. (111.8 × 124.5 cm) *updated 

dims*

145. T2022.61.107 Textiles and 

Clothing

French Furnishing fabric, mid-18th century

Collection of David and Marita Paly

Silk, warp ikat, linen weft

32 × 41 in. (81.3 × 104.1 cm) *updated 

dims*

146. T2022.61.108 Textiles and 

Clothing

French Bed valance, late 18th century

Collection of David and Marita Paly

Cotton, warp ikat, cotton warp float, linen 

weft

90 × 58 1/2 in. (228.6 × 148.6 cm)

147. T2022.61.109 Textiles and 

Clothing

Flemish Fragment of a furnishing cloth, 17th century

Collection of David and Marita Paly

Wool, warp velvet ikat, embossing

28 × 20 in. (71.1 × 50.8 cm)
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148. T2022.61.110 Textiles and 

Clothing

French Coverlet, late 18th century

Collection of David and Marita Paly

Silk, warp ikat, linen weft, quilted embroidery

66 × 57 in. (167.6 × 144.8 cm)

149. T2022.61.111 Textiles and 

Clothing

Italian Chine panel, mid-18th century

Collection of David and Marita Paly

Silk satin, warp ikat

44 × 32 in. (111.8 × 81.3 cm)

150. T2022.61.112 Textiles and 

Clothing

French Fragment of curtain cloth, 19th century

Collection of David and Marita Paly

Cotton, weft ikat

68 × 22 in. (172.7 × 55.9 cm)

151. T2022.61.113 Textiles and 

Clothing

Polly Barton Tamago Basada, 1996

Collection of David and Marita Paly

Silk warp and weft compound ikat, weft 

tapestry weave

17 × 17 in. (43.2 × 43.2 cm)

152. T2022.61.114 Textiles and 

Clothing

James Bassler Tejido, 2003

Collection of David and Marita Paly

Warp ikat, wedge-weave construction, 

tapestry

41 1/4 × 55 in. (104.8 × 139.7 cm)

153. T2022.61.115 Textiles and 

Clothing

Gujarat Export Patola with design of elephants in 

procession, 19th century

Silk, double ikat

40 × 157 in. (101.6 × 398.8 cm) *updated 

dims*

154. T2022.61.116 Textiles and 

Clothing

Japanese Futon cover (Futonji), 19th century

Collection of David and Marita Paly

Warp: cotton, weft: bast fiber, double ikat

76 × 40 in. (193 × 101.6 cm)

155. T2022.61.117 Textiles and 

Clothing

Gujarat Patola sari with leaf design (pan bhat), late 

19th - early 20th century

Collection of David and Marita Paly

Silk, double ikat

144 × 40 in. (365.8 × 101.6 cm)
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156. T2022.64 Installations Rowland Ricketts, 

Chinami Ricketts

Zurashi/Slipped, 2023

Seattle Art Museum Commission, 2023

Cotton, warp ikat resist

13 × 42.5 × 6 ft.
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Ikat: A World of Compelling Cloth 

Of the many cloths in the world, ikat stands out for its required dedication: the weaver must coordinate 

each and every thread, choosing which to tie to resist the application of dye. Because the process defies 

exact linear design, some call ikat “blurry,” but others acclaim it as a reminder of the value of the 

inexact. Ikat gives us an opportunity to appreciate illusion, not illustration.   

This exhibition opens with the unprecedented experience of walking into an ikat, as devised by Rowland 

and Chinami Ricketts. A tour of the regions where ikat has thrived follows. Examples spanning the last 

three centuries lead the way to Africa, across the Americas, through Asia, and along the Silk Route, with 

a brief stop in Europe. Also, the 21st-century works of a dozen Indonesian artists have been brought 

together by Threads of Life, an organization that encourages ikat’s continuation.  

A radical departure from the factory-made cloths that commonly surround us, ikat remains a handmade 

portal to the sacred and a sanctuary for ourselves and our loved ones. 

FAUX IKAT 
 
Feel free to touch this cloth. Called “bohemian chic,” “a psychedelic wave,” and “inspiring for a 
modern lifestyle,” ikat has been adapted as a design, rather than a process, by recent 
manufacturers. Swirling shapes, vibrant colors, and feathered edges derived from ikat appear in 
drapery, furnishings, rugs, pillows, and clothing. Faux ikat producers fix repetitive images onto 
cloth in a printing process that takes minutes to create, as compared to months or years when 
enacting the precise resist tying and dying of threads required for traditional ikat. Such 
commercial companies often use chemical dyes on industrially grown and processed cotton and 
polyester cloth. In contrast, cloth that is naturally dyed and made with sustainable practices by 
individual ikat artists is rare and highly valued.  

 

GALLERY ONE: RICKETTS INSTALLATION 

 
The Process of a Commission Video 
 
The Zurashi/Slipped installation took a year to complete. This video depicts the steps involved 
for its formation in the Ricketts studio in Bloomington Indiana and the placement of its 
approximately 6,000 vertical lengths in the gallery. 
 
The Ricketts grew the indigo, a process which takes nearly a year from seeding to dyeing. They 
processed the indigo leaves with hot composting to create a dye stuff known as tsukomo in 
Japan. The large amount of cotton yarn was specifically spun for this purpose by Sally Fox, a 
supplier in Santa Fe, New Mexico. Measuring the lengths of yarn resulted in over 1,000 bundles 
that were bound in a resist pattern and then dipped in dye vats in the studio. The Ricketts speak 
about the repetitive nature of the measuring, tying, dyeing, and bundling, a process requiring 
great dedication and resulting in this powerful accumulation.  

 
 



Zurashi/Slipped, 2023 

Cotton, warp ikat resist 

Chinami Ricketts 

Japanese, born 1971 

Rowland Ricketts 

American, born 1971 

Commissioned by the Seattle Art Museum  

 

Statement by the artists: 

“Like any other creative process, ikat sets a framework of limitations for the artist to work within. There 

are yarns that need to be organized and handled in a way that makes them possible to weave (not just a 

tangled mess). Those yarns are dyed to add color, but before dyeing, parts of the yarns are bound to 

resist the dye and keep out some of the color. When interwoven, the dyed and resisted sections become 

whole in the patterns that are revealed, patterns that reflect a deep understanding of ikat’s limitations 

as well as their creator’s ability to trick them into doing what they want. 

 

Zurashi/Slipped, the title of this work, refers to a common ikat technique in which the yarn bundles are 

‘slipped’ before binding to create stepped or opposing patterns. Instead of the final result being woven 

cloth, we developed a design that cast a pattern across the suspended warp yarn, capturing the process 

of how we hang yarns and cloth to dry in the studio after dyeing as well as being reminiscent of the 

yarns being compressed on the loom and transformed into cloth in the weaving process.”  

 

Real and Faux Ikat 

The term “ikat” comes from the Malay-Indonesian mengikat, meaning to tie or bind. Threads are tied 

tightly, to resist any dye, before they are woven. Each thread’s resistance to the dye is slightly different, 

which results in ikat’s unique edge. Every pattern is said to be feathered or flaming, jagged or blurring. 

Images hover inside the cloth, embedded, and serve as a reminder of the depth of dedication required 

to make an ikat. 

 

Ikat has been created in many parts of the world, arising independently in some areas and discovered 

and embraced through trade in others. There is no English term for it, and there are lots of names for it 

internationally. In Farsi, it is equated with dara’i, or ruler; in Spanish, jaspe, or variegated marble; in 

Dyula, suruku kawa, or spotted hyena; and in Japanese, kasuri, related to kasureru, the hazy beginning 

and ending of a calligraphic brushstroke. 

 

Faux ikat is a recent version of cloth used in the fashion and interior furnishing industries. Images 

appropriated and adapted from ikats created around the world are printed on non-ikat cloths woven in 

factories. 

 

GALLERY TWO: JAPANESE 
 

Japanese Ikat: The Art of Sleeping 

What you’ve just walked through in the previous galley is the core ingredient of an ikat: threads dyed 

with resisted segments. In this gallery, thousands of resisted threads have been woven together to 



create futonji (futon covers). Placed atop futons, bedding stuffed with raw cotton, which came into use 

in Japan in the 17th century, futonji are an art that provides physical warmth and comfort. These covers 

also became a major focus for attention and contemplation when spread out in homes without 

draperies or carpets. 

 

Indigo, the dye color of choice for futonji,  can be perceived as inducing enjoyable feelings: uplifting a 

mood with light blues or encouraging relaxation with saturated dark hues. As Japanese dyer Toru 

Shimomura commented in 2013, “Indigo is alive, like human beings. A newborn baby is full of energy 

while an old person has less energy but is full of depth and experience.”  

 

LIVING LABEL 
Kurume Kasuri 久留米絣, 2015 

Kurume, Japan 
Artists featured: Tetsuya Matsueda and Sayoko Matsueda 
Video (Color, audio off), 4:02 minutes 
Produced by Tewaza 
 
Tetsuya and Sayako Matsueda produce handmade ikat textiles out of their small workshop in 
Kurume, Japan. The techniques of their craft have been passed down from generation to 
generation for more than 200 years. They do all the work by hand, including maintaining indigo 
dye vats, binding and dyeing the yarn, and weaving the threads into cloth. Including more than 
thirty steps, the entire process takes them more than three months to complete. Scan the QR 
code to learn more about the Kurume Kasuri cooperative. 
 

Futonji (bedding cover) with castle 

Cotton and double ikat  

Japan, Kyushu Island, Kurume, early 20th century 

Gift of the Virginia and Bagley Wright Collection, 89.152 

 

A large medieval castle, Kumamoto Castle, fills the five panels sewn together for this cover. Sharp lines 

and accurate alignment are impressive feats of ikat skill. Originally completed in 1607, the castle was a 

military base at the time this cover was woven, and its dense rock foundation and layers of fortification 

are depicted. In the sky above, airplanes dive, a further reflection of the militarization of the era. Red 

dots signifying the Japanese flag have been added by hand.  

 

Futonji (bedding cover) with shrine 

Cotton and double ikat  

Japan, Kyushu Island, Kurume, late 19th century 

Gift of the Virginia and Bagley Wright Collection, 89.154 

 

It’s a dark night with many stars shining above a mountaintop shrine. After disembarking the sailing ship 

in the sea below, pilgrims could climb up a long stone staircase towards a torii (sacred gate) lit by stone 

lanterns, which appear as crosses. At either side of the shrine are abbreviated characters and motifs, 

including fuku for good fortune, bashi for bridge, and yorokobi for delight. This image is said to be 



reminiscent of Kotohira-gu Shrine on Shikoku Island, where 785 stone steps lead up to a majestic 

pavilion.  

 

Futonji (bedding cover) with umbrellas  

Cotton and double ikat  

Japan, ca. 1880 

Gift of Frances and Thomas Blakemore, 98.53.19 

 

Futonji (bedding cover) with bamboo and sparrows 

Cotton and double ikat 

Japan, early 20th century 

Gift of the Christensen Fund, 2001.453 

 

Admired for its sturdy root structure and unadorned beauty, bamboo serves as a symbol of prosperity, 

purity, and innocence. Sparrows, known for their ease in maneuvering around obstacles, are shown in 

counterpoint to the bamboo. Placing these symbols together presents two sides of a relationship, 

befitting a cover to be given to a newly married couple.  

 

Futonji (bedding cover) with tigers 

Cotton and double ikat 

Japan, early 20th century 

Gift of the Christensen Fund, 2001.456 

 

A repeated tiger roams near stalks of bamboo, each overlaid with a plaid design. The weaver set 

themselves an ikat challenge of combining a figural depiction with a veil of crosshatching lines. Since 

tigers are not indigenous to Japan, the tiger’s form is reduced to large eyes and a striped body, but use 

of the image is said to symbolize respect for the animal’s courage and ferocity. In Japanese art, the tiger 

is often set in a bamboo forest, where the trees functioned as a way to portray wind.  

 

Fuitonji (bedding cover) with tortoises 

Cotton and double ikat 

Japan, 19th century 

Gift of the Christensen Fund, 2001.458 

 

A mythological giant turtle swims across this cover to offer wisdom and wishes for a long life. It has a 

hairy tail that swirls behind, representing algae and seaweed that have grown on its shell over centuries. 

The cover’s faded indigo is evidence that it was used for many years.  

 

Futonji (bedding cover) with cranes and turtles 

Cotton and double ikat 

Japan, early 20th century 

Gift of the Christensen Fund, 2001.461 

 



Cranes and turtles are entwined across this cover. Cranes fly, representing space and heavenly wishes, 

while turtles are tied to the deep sea world. Their union is a symbol of longevity, as heard in a Japanese 

saying, “Cranes live for one thousand years, and turtles for ten thousand.” Mating for life, cranes also 

embody fidelity. At weddings, 1,000 origami paper cranes are often folded to honor a newly married 

couple.  

 

Futonji (bedding cover) with daruma  

Cotton and double ikat 

Japan, early 20th century 

Gift of the Christensen Fund, 2001.466 

 

A maze of dolls oriented at many angles fills this cover. The doll, called daruma, is usually made of 

papier-mâché and represents a bearded man with a red coat. The doll is modeled in honor of 

Bodhidharma, the founder of Zen Buddhism, who meditated for nine straight years, causing his arms 

and legs to fall off from lack of use. The doll’s body is hollow and rounded so that it wobbles when 

touched and returns to an upright position. This wobbling is emphasized on this cover, and the doll 

serves as a talisman of good luck.  

 

Futonji (bedding cover)  

Cotton and double ikat 

Japan, 19th century or early 20th century 

The David and Marita Paly Collection 

 

Futonji (bedding cover) 

Cotton warp and bast fiber, double ikat weft 

Japan, 19th century 

The David and Marita Paly Collection 

 

Boro Katatsu (ragged table cover) 

Cotton and double ikat 

Japan, late 19th century 

The David and Marita Paly Collection 

 

Boro kotatsu (ragged table cover) 

Cotton and patchwork with warp ikat remnants 

Japan, 20th century  

The David and Marita Paly Collection 

 

Two child’s kimonos 

Cotton and double ikat 

Japan, early 20th century 

The David and Marita Paly Collection 

 



With these kimonos, a child could wear dragons swirling around in what looks like a lightning storm or a 

blockade of bold geometry. In the 18th century, rural Japan enjoyed an era of exceptional 

experimentation in what is deemed the golden age of blue and white cloth, and the popularity of cotton 

and indigo continues to this day. The combination is renowned for producing a highly reliable, long-

wearing garment, and schools and cooperatives for ikat continue to thrive.  

 

Two child’s kimonos 

Cotton and double ikat 

Ramie and double ikat 

Japan, Omi, Hoshu, 19th century and 20th century 

The David and Marita Paly Collection 

 

One example here features dynamic crossing diagonals in contrasting textures. The ramie is used for a 

complicated interwoven set of plaids and floral sprays with birds. A flowering plant of the nettle family, 

ramie requires special processing to create lustrous, breathable fabrics will suited for hot and humid 

weather. 

 

Two kimonos 

Cotton, weft ikat, and double ikat 

Japan, Kyushu Island, Kurume, 20th century 

The David and Marita Paly Collection 

 

Worn by men and women alike, kimonos with such commanding designs were widespread in Japan in 

the 19th and 20th centuries. The depth of indigo bleeding into blue-black forms a backdrop for accents 

that are executed in white double ikat, a pairing that takes exceptional skill. In the famous 36 Views of 

Mt. Fuji by the Japanese printmaker Hokusai in 1856, his vision of Five Beautiful Women features men, 

women, and a samurai dressed in similar kimonos.  

 

Bozugappa (travel cape) 

Cotton and weft ikat 

Japan, 19th century 

The David and Marita Paly Collection 

 

Observing the capes worn by Portuguese missionaries in the 16th century, Japanese artisans made their 

own, called bozugappa from bozu (priest) gappa (cape). Initially, the capes were restricted for use by 

military elite, but eventually their practical protection led to all classes adapting them for travel. 

Between the two cloth faces, paper treated with persimmon tannin or another waterproofing agent 

adds a layer of protection from the rain and the wind. Lobsters, known as “old men of the sea” with 

their bent backs, are featured alongside fans, another study in curves.  

 

Noh robe 

Silk, alsulta karaori technique, plaid warp ikat, weft brocade, and silk lining 

Japan, Nishijin, Kyoto, ca. 1770–1780 

The David and Marita Paly Collection 



 

The oldest Japanese textile in this exhibition, this robe was made for a character in Noh theater. Noh 

evolved under strong Zen Buddhist influence in the 14th–16th centuries and is still regularly performed. 

Noh continues to rely on a bare stage with musicians and a painted tree, with men playing all parts and 

costumes that underline male, female, and supernatural roles. Plaid and brocade are usually forms of 

decoration that are set far apart, but here they work in unison.  

 

Noshime (man’s Noh inner robe) 

Silk, zone dyed, and warp ikat 

Japan, Kyoto, early 19th century 

The David and Marita Paly Collection 

 

Noshime are usually only partly visible, but this one shows off a dramatic shift of broad bands of color 

and intense ikat patterns at the waist. In the close scrutiny that Noh promotes, such details were 

relished. For a Noh audience, intrigue could emerge as members of the samurai warrior class sometimes 

presented Noh players with their own garments as a sign of their admiration and appreciation.  

 

Kimono  

Meisen silk and printed double ikat 

Japan, 1930s 

The David and Marita Paly Collection 

 

Meisen translates as “common silk stuff,” and it became popular in the 1920s and 1930s as a dense but 

light silk weave with a hard, smooth touch. Japanese women sought it out for everyday wear and 

encouraged its adaptations of European painting and art deco styles. The early 20th century rectangular 

compositions of the Dutch painter Piet Mondrian do seem to echo through this kimono. It is fabricated 

with the use of a frame for resist dyeing, which results in the fuzzy edges seen here.  

 

Kimono  

Basho-fu (banana fiber) and double ikat 

Ryukyu Islands, Okinawa, 19th century 

The David and Marita Paly Collection 

 

A golden honey hue is the signature color of fiber extracted from the stem of the male banana plant, 

Musa ryukyuensis, which grew in Okinawa after being brought from China in the 13th or 14th century. 

Its glossy fibers were perfect for clothes to be worn in heat and humidity. The Ryukyuan Kingdom (now 

the Okinawa Prefecture) levied taxes in the form of textiles after 1611. As a result, weavers 

experimented and flourished with inventive ikat patterning and an expansive repertoire that is 

distinctive.  

 

GALLERY THREE: AFRICAN 
 

African Ikats: The Power of Stripes 



In the vast array of textiles created in the fifty-four countries of the African continent, ikat is a rare 

occurrence. Examples from five countries are seen here, and a group from West Africa provide us an 

opportunity to see stripes in a new way. In the history of fashion, stripes are an iconic form that has 

been worn by prisoners, sailors, rebels, and bankers alike. Such stripes tend to be of uniform width, and 

they repeat in an unbroken pattern.  

 

West African ikats take stripes into a whirlwind of constant difference. No white stripe is left alone and 

is often activated with colored pulses that flame into place, making the most of ikat’s jagged edges. A 

close look reveals an unusual underlying structure to these cloths. All are woven in strips, often four 

inches wide, which are then sewn together. A calculating mind is required to create cloth in this way.  

 

Agbada (man’s ceremonial robe) 

Cotton, aso-oke strip woven, warp ikat, and embroidery 

Nigeria, Yoruba people, early 20th century 

The David and Marita Paly Collection 

 

Yoruba intellectuals in the 19th century rejected the sartorial image of colonial rule, as seen in British 

still collars, jackets, and waistcoats, and instead adopted broad, large robes from the Middle East. These 

evolved into a national form of dress, particularly suited for leaders, who are known as “Big Men.” This 

example has stripes that run vertically and horizontally with a sweeping conspicuous breadth. Hand-

embroidered protective knots are inspired by Islamic calligraphy.  

 

Agbada (man’s ceremonial robe) with pants 

Cotton, aso-oke strip woven, warp ikat, and embroidery 

Nigeria, Yoruba people, mid-20th century 

The David and Marita Paly Collection 

 

Asymmetry is favored in Yoruba stripes, as seen here in white and magenta stripes that have a mind of 

their own. Magenta accents are a favorite way to counteract indigo blue and white. As early as the 6th 

century, magenta silk remnants were carried across the Sahara from North to West Africa. More 

recently, elephant grass is used as a dye to achieve the same vivid color.  

 

Four iro  

Cotton, aso-oke strip woven, warp ikat, weft brocade, Alaari trade silk, and wild silk 

Nigeria, Yoruba people, early to mid-20th century 

The David and Marita Paly Collection 

 

These cloths are solo, but they were once worn in sets with other head and shoulder cloths of the same 

pattern. Dressing with them involved flourishes with twists and turns of the cloth, not tailoring of any 

kind. (Iro translates as “that which wraps.”) The aso-oke cloth used in these iro is the result of weaving 

on a narrow heddle loom with only a few inches of the full composition visible at any time. Sets of aso-

oke continue to be woven in Nigeria for weddings and ceremonies—they are commissioned from 

weavers so that large family groups can dress in unison.  

 



Ogbingede (woman’s cloth) 

Handspun cotton, aso-oke strip woven, and warp ikat 

Nigeria, Ondo State, Idanre, Yoruba people, early 20th century 

The David and Marita Paly Collection 

 

Two woman’s cloths 

Cotton, strip woven, warp ikat, and weft brocade 

Cote d’Ivoire, Dyula people, early to mid-20th century 

The David and Marita Paly Collection 

 

Zaza (man’s cloth) 

Mill-spun cotton, strip woven, weft rayon brocade, and ikat 

Cote d’Ivoire, Baule people, ca. 1970s 

The David and Marita Paly Collection 

 

Zaza illustrates the mathematics of ikat: twelve rectangles are spread across sixteen strips. The weaver 

had to keep track of the whole assembly while looking down at a loom to work on only one strip that 

was four inches wide. Prior to weaving, he had to tie off every sliver of white with resist, keep the rest of 

the cloth in mind to coordinate each shift from small dashes to large multicolored panels, and then 

insert the bolts of color at the right points.  

 

Two hizam (woman’s wedding sash) 

Silk warp ikat, lampas weave, and warp ikat 

Morocco, Fez, late 19th century 

The David and Marita Paly Collection 

 

In the city of Fez, brides once wore these intricate sashes wound around their waist and then released 

them after the wedding ceremony to begin their new lives. The sashes have an underlying ikat shift in 

color while woven patterns merge floral forms in a geometric interlace. There are hints of the hallmark 

motifs that come from the weavers’ Hispano-Moresque origins. They utilized a complex technique to 

convey auspicious eight-pointed stars and the hand of Hamsa, a sign used to deflect the evil eye dating 

back to ancient Mesopotamia.  

 

Laimasaka (cooked sails) tent panel  

Raffia and warp ikat 

Madagascar, Sakalava people, ca. 1900 

The David and Marita Paly Collection 

 

The fourth largest island in the world, Madagascar has been home to a range of textile traditions. 

Among the Sakalava culture on the northwest coast, silks were reserved for royalty and raffia was dyed 

and woven to form tents and hangings like this, thought to be used for marriage consummation. Some 

of the ikat patterns involve humans, cattle, and crocodiles, but this example remains elusive, offering a 

slight memory of finely woven, elaborate cloths.  

 



Woman’s skirt for rite-of-passage ceremony 

Raffia and proto-ikat 

Democratic Republic of the Congo, Ngala people, 20th century 

The David and Marita Paly Collection 

 

Dance skirt 

Raffia and proto-ikat 

Democratic Republic of the Congo, Mongo people, 20th century 

The David and Marita Paly Collection 

 

GALLERY FOUR: INDIA 
 
Indian Ikat: Icons of Divine Refinement 

Setting a standard for opulence in silk with precise patterns in rich glowing colors, Indian patola cloth 

has been irresistible to many cultures for centuries. One legend recounts that the Jain Raja Kumarpula 

(1143–1174) called on 700 patola creators to enable him to wear a new cloth every day for his visit to 

the temple. Gujarat is where his legacy took hold and where it took three people four to twelve months 

to complete each cloth with the dizzying calculation required for the double ikat process. 

 

Often created in a range of reds, said to represent the colors of the mother goddess of Jain weavers, 

patola became expected for high-status brides, but they have had an even broader impact as a sacred 

presence worn by priests, deities, mothers, babies, those who are sick, and the deceased. Like no other 

ikat cloth, patola has crossed religious boundaries, been imitated and adapted, and taken on new 

meanings. Particularly during the spice trade beginning in the 16th century, patola spread into southeast 

Asia and Indonesia, and their influence will be seen in the coming galleries.  

 

Export patola sari 

Silk and double ikat 

India, Gujarat, 19th century 

The David and Marita Paly Collection 

 

The reputation of patola spread widely during the spice trade beginning in the 16th century. As the 

Dutch East India Trading Company moved in to barter for sandalwood and spices, it brought patola and 

awarded them to selected trading partners. One can only imagine the effect of such diaphanous silks in 

dazzling colors being unveiled in regions where cotton and indigo were the norm. Throughout much of 

Southeast Asia, the patola became revered as a treasure.  

 

Patola sari with vohra gaji bhat (trellis design)  

Silk and double ikat 

India, Gujarat, probably Patan, late 19th century to early 20th century 

The David and Marita Paly Collection 

 

Muslim Bohra communities developed and gave the trellis name to this patola design. Bohra are 

traditionally traders and have established their own distinctive dress for centuries. This type of sari 



would be worn by a bride and the bride’s and groom’s families at weddings and other occasions. 

Abstract geometry is preferred by these patrons, while framing a central field and ending the cloth with 

triangular motifs is a common Gujarat patola design.  

 

Sari  

Silk, metallic threads, and weft ikat  

India, Andhra Pradesh, Chirala, early 20th century 

Sari 

Cotton, warp ikat, and silk metallic weft brocade 

India, Maharashtra, Paithan, 20th century 

The David and Marita Paly Collection 

 

Double ikat was perfected in Gujarat, but these two cloths show how far Indian artists also took the 

more usual ikat and how they used metallic thread as an accent. The Orissa sari is densely covered with 

a nonstop design, while the Paithan sari is far more subtle.  

 

Mashru skirt  

Silk, cotton, warp ikat, and silk embroidery 

India, Gujarat, 19th century 

The David and Marita Paly Collection 

 

Mashru, meaning “this is allowed,” was woven for Muslim communities who decided that silk should 

not touch a person’s skin. Weavers came up with a mixture that put cotton on the inside and rich silk in 

a shiny satin weave on the exterior, resulting in a strong fabric. Often featuring a chevron pattern called 

khanajar (dagger), mashru became popular for clothing in Turkey and the Middle East. In recent years, 

its silk has been replaced by a synthetic substitute, rayon.  

 

Pair of Telia rumal (oily kerchief) 

Cotton and weft ikat with warp ikat transitions  

India, Andra Pradesh, early 20th century 

The David and Marita Paly Collection 

 

In telia rumal (oily kerchief) ikat, the yarns were prepared for zone dying by being steeped in til or 

gingelly (sesame) oil. The smell and sheen of the oil permeated the cloth and became an appealing 

feature for buyers who rejected imitations. Always set in square formats, this pair could have been cut 

to become handkerchiefs or as a longer length could have been used as a head cover, shoulder cloth, or 

carrying cloth. Longer lengths were also used as garments.  

 

Export patola with elephant procession 
Silk and double ikat 
India, Gujarat, probably 19th century 
The David and Marita Paly Collection 
  
Two pairs of elephants face off in a blaze of ikat glory. Each elephant carries a howdah (pavilion) on their 
back to convey rulers while a mahout (keeper) leans forward to guide the  elephants through a 



landscape filled with tigers, deer, birds, flowers, riders on horses, and attendants. This restless profusion 
of imagery makes this cloth exceedingly rare and prestigious, embodying the height of intricacy in ikat. 
Such patola were traded to the Lesser Sunda islands of Indonesia, where they were likely a symbol of 
personal wealth for local rulers who displayed them during ceremonies. Many ceremonies later, the 
cloth depicting the procession is missing threads, but the elephants march on. 
 

GALLERY FIVE: SOUTHEAST ASIA 
 

Southeast Asian Ikat: For This World and Beyond 

A dynamic expansion by Austronesians from Taiwan by 3500 BCE established a manner of relying on 

cloth that is seen throughout Southeast Asia. Cloth became powerful: used as a gift, a symbol of alliance, 

and an invitation for the dead, gods, and spirits to form a relationship with the living. All Southeast Asian 

cloths are made by women, balancing men’s association with metal and imported goods.  

 

In the 19th century, Southeast Asian cloth designs experienced extensive elaboration. There is a dizzying 

sense of exchange in some ikats, while others are tightly restrained. You’ll see ancient ancestors, sacred 

mandalas of Hindu-Buddhism, dragons from China, stars and flowers from India, as well as homage 

being paid to indigenous species—frogs and crocodiles are prominent. As always with ikat, there is also 

the charge of optical tricks being played, images that seem to hover and hide in plain sight.  

 

LIVING LABEL 

The Process of Making Beautiful Ikat, 2021 
Angkor Thom, Cambodia 
Institute of Khmer Traditional Textiles 
Video (Color, audio off), 3:52 minutes 
Produced by the Institute of Khmer Traditional Textiles 
 
Founded in 1995, the Institute of Khmer Traditional Textiles (IKTT) is dedicated to revitalizing 
the craft of traditional ikat in Cambodia. From raising silkworms to cultivating plants for dye, 
IKTT’s work is grounded in sustainable practices. A few of the techniques and materials 
featured in this video are unique to Khmer ikat. For example, the golden silk seen unwinding 
from cocoons has not yet been dyed. Instead, the light gold color comes from the unique 
variety of silkworm native to Cambodia: the golden silkworm. Scan the QR code below to learn 
more about the IKTT. 
 

Phyang (man’s tunic) 

Cotton, silk, warp ikat, and continuous and discontinuous supplementary weft 

Myanmar, Asho Chin people, 19th century 

The David and Marita Paly Collection 

 

Pointillism (marking with dots) is a prominent feature of this tunic of deep dark blue/black. Based on 

local resources of cotton and indigo dye, a band of accent is provided with delicate diamonds and zigzag 

stripes of bright silk. The silk would have come to the weaver from trade with China, Bangladesh, or 

Northeast India, so it was sparingly applied.  



 

Man’s sash or woman’s head cloth 

Silk, weft ikat, tapestry weave, and continuous supplementary weft 

Northeast Myanmar or southwest China, Tai Khoen people, 19th century 

The David and Marita Paly Collection 

 

Compressed miniature waves, arabesques, diamonds, and dots create a dense showcase of ikat mixed 

with other woven techniques in these two cloths. This nuanced version of textile experimentation would 

be a commanding sight, particularly as silk was a privileged medium. Today, Myanmar’s textiles are 

known for a pattern called acheik, which also has horizontal stripes of continual patterns. It is said to 

require luntaya (a hundred shuttles), referring to a complex process in which two weavers must manage 

50–100 shuttles, each wound with a different color of silk thread.  

 

Woman’s sarong 

Cotton, silk, warp ikat, discontinuous supplementary weft, and warp float 

China, Hainan Island, Meifu Li peoples, early 20th century 

Woman’s sarong 

Cotton, silk, warp ikat, discontinuous supplementary weft, complementary warp, and embroidery 

China, Hainan Island, Ha Li peoples, late 19th century 

The David and Marita Paly Collection 

 

Hainan Island, considered the best-preserved tropical forest in China, is home to the Li peoples, who 

have been cultivating cotton there for 3,000 years. Their penchant for decoration is seen in extensive 

tattooing and in their cloths, which feature lines of geometric forms, figures, birds, geometry, and frogs 

in animated repetition. Frogs are given tribute as the largest creatures and are known as sacred 

ancestors. Floating bands of golden color are likely the result of turmeric dyes. In 2009, UNESCO put the 

textiles of the Li of Hainan Island on the list of intangible cultural heritage in need of protection.  

 

Three woman’s sarongs 

Cotton warp ikat and silk weft ikat 

Thailand, Karen, North Lawa, Northeast Phuthal, 20th century 

The David and Marita Paly Collection 

 

Woman’s ceremonial skirt or sin mii 

Silk, cotton, weft ikat, discontinuous supplementary weft 

North Thailand, Ittaraadit Province, Fak Tha/Nam Pat District, 20th century 

The David and Marita Paly Collection 

 

Two woman’s sarongs: sin mii taa and sin mii mok mok 

Cotton, silk, weft ikat, continuous and discontinuous supplementary weft, and warp ikat 

Laos (northeast), Tai, Tai Daeng, late 19th or early 20th century 

The David and Marita Paly Collection 

 



The Tai people see textiles as a social skin that places each wearer in a matrix of support. In one 

ceremony, young people offer textiles to their elders as kamaa (apology or to ask forgiveness), not in 

response to a specific instance but to help maintain strong intergenerational relationships. Skirts are 

garments that represent the power of women as producers and reproducers in Tai culture, which lead 

them to carry protective bands of ikat design. For a woman’s funeral, one similar skirt was said to allow 

the dead to pass on to the “garden of golden mangoes.”  

 

Three cloths (all silk, weft ikat, and zone dyed): 

Kain limar (shawl) 

Malaysia (northeast coast), Malay, 19th century 

Sampot hol chang kben (hip cloth) 

Cambodia, 19th century 

Funerary cloth or coffin cover 

Laos, 19th century 

The David and Marita Paly Collection 

 

Hol pidan (ceremonial hanging) 

Silk, weft ikat, and 2:1 twill 

Cambodia (southeast), Khmer people, early 20th century  

The David and Marita Paly Collection 

 

Hol is the Khmer word for ikat, which the Khmer people take in a rare direction by literally illustrating 

their involvement with Theravada Buddhism. For centuries, pidan were hung above the Buddha and 

were donated to monasteries for that purpose. Eventually, they were also suspended in homes during 

marriage ceremonies and to provide a contemplative vision of the next world for those who were dying. 

In this pidan, you’ll find statues in pavilions, kneeling figures in prayer, dancers, a few tigers, possibly 

dragons, and several red-headed men as a result of the limited palette involved.  

 

Two pua kumbu (ritual cloth) 

Cotton warp ikat 

Malaysia, Sarawak, Borneo Island, Iban people, 19th and early 20th century 

The David and Marita Paly Collection 

 

Iban creators fill their cloths with dense interlocking surfaces that form a boundary for some and a 

transcendent experience for others. Puas define a temporary sanctuary when help is needed, and 

healers use them as “supernatural wings” to fly out and capture the roving spirits of the sick. They are 

collectively owned and given names, and many include patterns that pay tribute to the serpent who 

guards the door to the land of the dead. The Iban people prefer allusion and indirect comments to literal 

communication, so these puas will forever keep outsiders guessing about what their images are meant 

to be. 

 

Woman’s shirt 

Cotton warp ikat, discontinuous supplementary weft, and supplementary warp 

Vietnam (central highlands), Bahnar people, 20th century 



The David and Marita Paly Collection 

 

Vietnam is home to fifty-four indigenous peoples, each with their own clothing. The Bahnar people of 

the highlands have stayed aligned with the natural resources of their homeland. What looks like 

extraordinarily tight sleeves don’t contain the arms but drape freely over them. Using home-grown and 

hand-spun cotton and local dyes, the artists confine ikat to strategic bands, which are said to contain 

designs of swords, birds, and farming tools. The Bahnar people are also known for their long poems and 

bamboo fiddles with resonators, which accompanied shirts being worn in communal gatherings.  

  

Woman’s apron 

Cotton warp ikat, discontinuous supplementary weft, and supplementary warp 

Vietnam (central highlands), Bahnar people, 20th century 

The David and Marita Paly Collection 

 

Malong babalodan (women’s sarong) 

Silk weft ikat and natural dyes 

Philippines, Mindanao Island, Maranao people, 20th century  

The David and Marita Paly Collection 

 

Two Islamic communities in western Mindanao established sultanates and formed cultural alliances that 

are reflected in their distinctive cloths. Women’s sarongs retain an ancient design structure of warp ikat 

bands filled with lozenge and triangular shapes observed on Indian trade cloths. The color is bright and 

bold, and such purple/pink and gold combinations signal high status.  

 

Two women’s sarongs (opened) 

Abaca warp ikat 

Philippines, Mindanao Island, Bagobo and Mandaya people, early 20th century 

The David and Marita Paly Collection 

 

People of the highlands of Mindanao Island consider abaca, a species of banana native to the 

Philippines, with ikat to be the most appropriate medium and design for ceremonial clothing and gifts. 

Bagobo women create three panels, with a center called the mother and the sides called children. A 

profusion of intricate scrolls form rhythmic patterns throughout. Mandaya women record their alliance 

with crocodiles as a source of sacred character by inserting humans and crocodile outlines in a 

consistent alternation. Look for them in the stripes, with their hands and legs pushed to each side, as 

they assert their union amidst lacey patterning.  

 

Woman’s dance skirt 

Grass and proto-ikat 

Papua New Guinea, Sepik River region, early 20th century 

The David and Marita Paly Collection 

 

Skirts made of free-flowing fibers continue to be made in New Guinea. They are resist dyed in segments, 

but not woven, in a technique called proto-ikat.  



 

GALLERY SIX: AMERICAS 
 

American Ikat: Good and Slow 

Ali means both “good” and “slow” in Ecuadorian Quechua. Ali pacha is “good cloth,” thereby defining a 

cloth that is made slowly as a good cloth, quite the antithesis to the way most cloth is created today 

with fast factory production. Slow experimentation with textile techniques of astonishing complexity is a 

hallmark of ancient Peruvian weavers, who innovated constantly. Dating back to the 12th century, an 

ikat cloth from Peru in this gallery is by far the oldest object in the exhibition.  

 

Two types of garments are featured here: a poncho for men and a rebozo shawl for women. Although 

seen here as static rectangles, they once had a kinetic effect, each moving on a body and communicating 

who the wearer was and symbolizing their status as a civilized human being. Mariana Chuiquin, an 

indigenous woman from the Mariano Acosta people of northern Ecuador, said, “Traditional dress for us 

signifies our mother earth. We respect our ancestors who wore this dress when we wear it today. The 

dress of Mariano Acosta is sacred. It is completely handmade, requires much time to make, has an 

incomparable value, and cannot be bought or sold.”  

 

Two ponchos 

Cotton, warp ikat, and sheep’s wool 

Ecuador, Rio Bamba, 20th century 

The David and Marita Paly Collection 

 

In addition to domestic and farming tasks, creating cloth can take half of a woman’s work year, and the 

spinning of yarn takes even more. In parts of the Andes, drop spindles are carried everywhere because 

spinning and plying yarn account for more than sixty percent of the time needed to complete a cloth. 

Women create networks of support for one another, and most know exactly who will wear the clothes 

they weave. In the Rio Bamba region, a highly standardized composition that relies on six to eight stripes 

with ikat diamond and chevron designs is the norm.  

 

Poncho 

Sheep’s wooland, warp ikat 

Peru, Cuzco, Q’atqa, 20th century 

The David and Marita Paly Collection 

 

Carmen Condor i.PI is woven into this poncho from Cuzco. Perhaps Carmen is the weaver who 

embedded her name in this art form, aligning herself with the condor, an ancient icon of the skies of the 

Andes. Ikat in Quechua is called watay, which means to tie, bind, or wrap, as well as to bring up, rear, or 

raise children or animals.  

 

Poncho 

Merino sheep’s wool with warp ikat, tablet woven border, and alpaca fringe 

Bolivia, Escoma near Lake Titicaca, early 19th century 

Poncho 



Sheep’s wool and warp ikat  

Bolivia, Charazanl, 20th century 

The David and Marita Paly Collection 

 

A century separates these two ponchos from Guatemala, and the most obvious difference is their color. 

The older has watay (bound designs) in stripes woven with white merino sheep wool, and its color 

accents are strong pink and blues, most likely coming from natural dyes. An alpaca fringe adds a soft 

surrounding accent. The newer poncho shows the blast of vivid dyes, particularly a neon orange that 

causes all the cloth to flame with the aid of chemical intensity.  

 

Poncho 

Sheep’s wool, warp ikat, and twining 

Chile and Argentina, Mapuche people, late 19th century  

The David and Marita Paly Collection 

 

The following excerpt from a label in the National Historical Museum of Argentina incorporates 

Mapuche reactions to this type of poncho: “A poncho with distinction should be intensely black and 

glow bluishly. Black is the color of humanity. Blue is the color of the celestial vault.… Blue is the color of 

sublime divinity. What could I do in the poncho of a warrior chief? ... It seems that we are facing the 

chromaticism of another world, that of a driver of warriors…. Will he be a celestial, divine chieftain, 

distinguished by this blue poncho? .... It is a luminous poncho, with aerial colors.”  

 

Woman’s skirt cloth 

Cotton and weft ikat 

Guatemala, Chichicastenango, Santo Tomas, 20th century 

Woman’s shawl 

Cotton, Lurex fiber, and warp ikat 

Guatemala, Solola, Maya people, late 20th century 

The David and Marita Paly Collection 

 

Designs compressed into stripes are a feature of Guatemalan ikat, known as jaspe (variegated marble). 

Both of these cloths have abbreviated human figures appearing in ikat stripes. The older skirt has a 

baseline of indigo with a central multicolored stripe, and the newer shawl jumps out with intricate trees, 

flowers, crosses, scrolls, double-headed eagles, and two humans standing side by side. During the 

Guatemalan Civil War (1960–1996), wearing such cloth identified the wearer as indigenous, making 

them a potential target for political violence. In recent years, jaspe has survived and thrived.  

 

Three rebozos (shawls) 

Silk warp ikat; Mexico, 18th–19th century 

Silk warp ikat and macramé fringe; Mexico, 1970s 

Cotton warp ikat, macramé, and plantain fiber fringe; Peru, 19th century 

The David and Marita Paly Collection 

 



Mexican rebozos are named from the Spanish word rebozar (to muffle up). Rebozos are shawls, but they 

are also used to cradle children, to dry tears, to carry vegetables to market, and to cover a pot of 

tamales for sale on street corner. Jaspe or ikat resist was prevalent in the 18th–20th century, primarily 

in Mexico. Ikat is thought to have come to Mexico via Indian shawls worn by people from the Molucca 

Islands, China, and the Philippines who were forcibly brought there by the Spanish during the late 16th 

century. Similarities in design with ikats from the Bagobo people, seen in the Southeast Asian gallery, 

suggest this source.  

 

Chullo hat  

Alpaca wool, natural dyes, and portions of knit ikat 

Bolivia, Potosi region, 19th century 

The David and Marita Paly Collection 

 

Knit ikat is extremely rare, and its use in Bolivia might be the singular invention of a knitter who took on 

a new challenge and created only five or six hats. To do so, the knitter had to calculate the yarn length 

required and dye it to align in a tight pattern when knit, making the most of the alpaca fibers, whose 

unique structure offer protection from extreme cold and comfort in hot weather. Alpaca were 

domesticated over 3,000 years ago and prized for their fleece, but Spaniards saw them as competitors 

to the sheep they imported, so they slaughtered alpaca almost to the point of extinction. Indigenous 

farmers ensured their survival, and alpaca are now bred in other places, including several farms near 

Seattle.  

 

Fragment of burial shroud  

Cotton, weft ikat, warp-applied pigment, and panel woven 

Peru, Central Coast, Huarmey, ca. 1100  

The David and Marita Paly Collection 

 

Created ten centuries ago, this fragment is a reminder of the exceptional legacy of prominent textile 

technology that ancient Peru is known for. The cloth features checkerboard patterns and a sequence of 

figures, some wearing headdresses and all carrying staffs, which are placed at their sides. The cloth was 

part of a burial process in a dry environment, which preserved it and allowed these guardians to stare at 

us now with shimmering eyes.  

 

Huipil (tunic) 

Cotton warp ikat and embroidery 

Guatemala, Solola, 20th century 

The David and Marita Paly Collection 

 

GALLERY SEVEN: UZBEKISTAN  
 

Uzbek Ikats: Binding Clouds 

Exuberant textiles filled the Uzbekistan cities of Samarkand and Bukhara in the 19th century. Uzbeks call 

ikat abrabandi (cloud binding) and took it to new heights of exploration. William Eleroy Curtis, an English 

visitor to Uzbekistan, wrote in 1911, “Everybody wears a coat like a rainbow. No matter how humble or 



hungry a man may be, and even if he has but a single garment, it is made of the most brilliantly colored 

material he can find.” 

 

Uzbek textiles mix abstraction with hints of identifiable images. Flowing water, tendrils, pomegranates, 

and trees become stylized beyond recognition, often evoking the presence of Paradise as a celestial 

garden. Occasionally, a single element can be recognized: horns of a goat, beak of a bird, tail of a 

scorpion, silhouette of a tulip, or jagged edge of a leaf. An Islamic form of ogival (pointed archways) 

framing is frequent, and the aesthetic of arabesques that never end is thought to have offered physical 

and spiritual refreshment. 

 

This impressive textile artistry lasted 100 years, faded under Bolshevik occupation, and was eventually 

hidden from view, but ikat weaving in Uzbekistan has revived again in recent years.   

 

Uzbek Ikats: A Utopia of the Organic 

Silkworms are the necessary ingredient for Uzbek ikat’s grandeur. In 19th-century oasis cities, women of 

nearly every household raised silkworms whose cocoons supplied filaments for weaving and 

embroidery. When worms hatched, they were fed fresh mulberry leaves every four hours for four to 

seven weeks until they spun their cocoons, which required women to draw out silk filaments by hand.  

 

Another essential ingredient was color, which for most of the 19th century was derived from natural 

sources. The Uzbek vivid color palette relied on red from the madder plant, yellow and green from buds 

of a Japanese pagoda tree, black from pomegranate peel, magenta from scale insects obtained from 

galls on pistachio trees, and indigo blue imported from India.  

 

Organic imagery is also a hallmark of Uzbek cloth. Natural forms are not literally represented. Instead, 

they enter a design pool that mixes visions from gardens—tendrils, buds, trees, pomegranates, and 

blossoms—with the wilder untamed side of nature, including beaks of birds of prey, scorpions, and 

horned rams. Ambiguity is preferred and explored.  

 

LIVING LABEL 

How Ikat Is Made, 2020 
Margilan, Uzbekistan 
IkatUz 
Video (Color, audio off, English subtitles), 3:52 minutes 
Produced by ITC Ethical Fashion Initiative 
 
In the last few decades, traditional ikat has seen a huge revival in cultural centers such as 

Margilan, Uzbekistan. Although some of the techniques have changed over the years, the 

artisans featured in this video still rely heavily on traditional patterns and organic materials to 

create their garments. Threads are dyed using turmeric, walnut shells, rose petals, and saffron 

to impart vibrant color. Scan the QR code below to learn more about how cooperatives like 

IkatUz are continuing the tradition of ikat today. 

 

Two chapan (robe) 



Silk warp ikat and cotton weft 

Uzbekistan, late 19th century 

Gifts of David and Marita Paly, 2022.38.1 and 2022.38.2 

 

Outer robes with this shape—straight sleeves, loose fit—have been the same in Central Asia for over 

2,000 years, having once served the needs of nomadic horse-riding people. Such straight lines put 

emphasis on the cloth, not the tailoring, to make a statement and were often worn with layers of 

turbans, jewelry, and belts. In Bukhara, there are accounts of men wearing as many as ten robes and 

enormous turbans to emphasize their prestige.  

 

Chapan (robe) and kurta (woman’s robe) 

Silk warp ikat and silk weft 

Uzbekistan, late 19th century and early 20th century 

Gifts of David and Marita Paly, 2022.38.1 and 2022.38.3 

 

The evolution of Uzbek ikat is signaled by the contrast between these two robes. One has the complex 

drama of natural colors and round discs (possibly based on tambourines) mixed with twisting paisleys, 

and the other turns toward neon bright stripes from obviously inorganic, chemically based dyes. The 

first embodies a preference for evocative design; the second is a harbinger of decline as the Soviet 

invasion of Central Asia caused ikat production to die out.  

 

Munisak (woman’s robe) 

Silk velvet, warp ikat, cotton weft, and silk embroidered edging 

Uzbekistan, Bukhara, fourth quarter of the 19th century 

The David and Marita Paly Collection 

 

Ikat took an irresistible turn for only twenty-five years when velvet became the star innovation. Bakhmal 

was made exclusively for the wealthy and was the most difficult cloth to weave, requiring extraordinarily 

long threads to create the cut pile. Uzbek artists who were refugees in the 1930s attempted to revive 

this technique, which required 200 yards for warp threads.  

 

Three pardeh (hanging)  

Silk warp ikat and cotton weft 

Uzbekistan; early, mid-, and late 19th century 

The David and Marita Paly Collection  

 

Uzbek homes were filled with cloths on the walls, floors, bolsters, pillows, and room dividers. Such a 

profusion helped to create the atmosphere of a garden, the ideal setting for a good life. For women, 

walled orchards outside the city were the place where the family could have the freedom to interact. 

These cloths suggest the verdant tendrils of plant growth, which curl in and out of other suggestive 

forms, such as triangular amulets and curving ram’s horns.  

 

Four pardeh (hanging) and fragment 

Silk warp ikat and cotton weft 



Uzbekistan, mid- and late 19th century 

Gifts of David and Marita Paly, 2022.38.6, 2022.38.7, and 2022.38.8 

 

Some use the word “blurry” to describe ikat, which reflects underappreciation of its nuances. Here are 

two compositions that rely on enigmatic linear patterns. The older of the two, with the red center and 

blue border, mixes outlines of attenuated plant forms with triangular amulet shapes. The later example 

takes a different approach, filling the cloth with repeating sprays of geometric flowers. Both use 

exacting lines, which are far from blurry and perhaps better described as hovering or even electric.  

 

Pardeh (hanging) 

Silk warp ikat and cotton weft 

Uzbekistan, third quarter of the 19th century 

Gift of David and Marita Paly, 2022.38.5 

 

How was this cloth collected? Ali Istalifi, an Afghan now living in London, provided an account of how he 

came to acquire it. After the Bolshevik Revolution in the 1920s, Uzbeks who migrated to Afghanistan 

took the only wealth they could carry, their textiles. Kabul became a primary place to obtain Central 

Asian rugs and textiles, and Ali’s father was a dealer there from the 1950s to the 1980s. In the early 

2000s, after the fall of the Taliban, Ali returned to Kabul and saw this hanging in a shop but did not buy it 

until it was up for auction in London 15 years later. 

 

Panel, fragment of a coat, and bridal hat 

Silk velvet warp ikat and silk and cotton weft 

Uzbekistan, late 19th century 

The David and Marita Paly Collection  

Gifts of David and Marita Paly, 2022.38.10 and 2022.38.12 

 

Luscious velvet ikat is a luxury to see and touch. In the museum’s shop, you can handle ikats being made 

today in Uzbekistan. These ikat panels both have strong geometric organization. When they were 

created, this might have been a way of identifying regional allies, with a type of heraldry that would be 

recognizable in a marketplace or on a pilgrimage. The hat was designed for a bride to add distinction to 

her wardrobe. 

 

Two fragments 

Silk warp ikat and cotton weft 

Uzbekistan, mid- to late 19th century 

Gift of David and Marita Paly, 2022.38.14 and 2022.38.16 

 

Ikat can test your ability to recognize imagery. Drawing from a giant pool of motifs, ikat artists seem to 

constantly mix and stretch images so that they reverberate with possible interpretations. For example, 

the greenish-hued fragment has led to one reading of it as two men standing with their arms akimbo 

and their heads like thumb drives, ready to receive a delivery from the futurist generator above. Nearby, 

the sprays of a multicolored palmette is more clearly read as a floral fanfare.  

 



Pardeh (hanging) 

Silk warp ikat, cotton weft, silk embroidery thread, and warp-faced plain weave with chain stitch 

embroidery 

Uzbekistan, Shahrisabz, second half of 19th century 

Gift of David and Marita Paly, 2022.38.4 

 

A vivid garden is evoked in this unusual union of ikat and suzani (needled, derived from the Farsi word 

suzan, or needle). Ikat teardrop shapes in the center flow in two directions and then are overtaken by an 

archway filled with embroidered meandering vines that connect vivid red flowers. Both motifs suggest 

abundant blessings for eternal life and fertility, as befit the wishes of a bride who stitched this as a 

dowry offering for her husband. The teardrop shape with a tip dates back to ancient Persian exchanges. 

Around it, the vine pattern might be derived from scrolls of grapes found across the Hellenistic world.  

 

Coverlet 

Silk warp ikat, cotton weft, and cotton border 

Prayer cloth  

Patchwork of cloths made with silk warp ikat, cotton weft, and printed cotton 

Uzbekistan, mid- and late 19th century 

Gifts of David and Marita Paly,  2022.38.9 and 2022.38.11 

 

These cloths were created at a kashkar, an evening gathering where women made quilts, hangings, 

coverlets, and prayer cloths for their home. Both include imported cotton cloth that has been added to 

ikat. Russia relied on Central Asian cotton, which it processed, dyed, and printed for export. As the 

textile industry became mechanized, Central Asian patterns became popular for use in linings. 

 

Khamiseq (woman’s cape) 

Silk warp ikat, cotton embroidery, woven wool felt, and cotton fringe 

Uzbekistan, Karakalpak, 19th century 

Gift of David and Marita Paly, 2022.38.13 

 

Bag 

Silk warp ikat, cotton weft, and fringe 

Uzbekistan, 19th century 

The David and Marita Paly Collection 

 

Man’s pants 

Silk warp ikat, cotton waistband, and silk embroidered edging 

Uzbekistan, 19th century 

Gift of David and Marita Paly, 2022.38.15 

 

Ucetek entari (woman’s robe) 

Silk warp ikat, cotton weft, warp-faced plain weave, and metallic embroidery  

Syria, Aleppo or Damascus, late 19th century 

The David and Marita Paly Collection 



 

Ikat’s ability to establish a depth of field is conveyed in this robe. Stripes are interrupted with 

arrowheads that establish a rhythm of visual push and pull. Embroidered scallop edges add to the 

illusion of a highly textured pleating. Such robes were the main dress for women of the Ottoman 

Empire, worn over a chemise and baggy pants. They created an impression of elegance as the bodice fit 

tightly, and the deep slits on the sides allowed the skirts to swirl open when the wearer walked.  

 

Cushion cover and Prayer cloth  

Silk, velvet warp ikat, and cotton weft 

Iran, Yazd, late 19th century to early 20th century 

The David and Marita Paly Collection 

 

Yazd, in Central Iran, has long been a center for ikats, where they are referred to as dara’i (reign or ruler, 

derived from King Darius the Great, who ruled Persia from 522–486 CE). Lists of dara’i appear in the 

inventories of luxury goods being sent to Bukhara by caravan in the 18th century. Both cloths here have 

framed designs, the cushion cover with arrowheads and chevrons and the prayer cloth with a complex 

rendering of birds sitting atop cypress trees under an archway. 

 

Cover or bath wrapper 

Syria, Aleppo or Damascus; Iran, Yazd, later 19th century 

Silk warp ikat, silk weft, warp-predominant plain weave 

The David and Marita Paly Collection 

 

Napkin 

Linen and cotton warp ikat, linen weft, warp-faced plain weave, and embroidery 

Western Anatolia or Greek Islands, second half of 19th century 

The David and Marita Paly Collection 

 

In centuries when women were constantly embroidering textiles for their homes, napkins were a way to 

show off their taste and skill. For people of the Ottoman Empire, napkins were seen on decorating trays 

of sweets and coffee for guests, draped over household items, or offered as gifts. This example has ikat 

cotton warp yarns in the ground fabric, which is then embroidered with threads coated in silver and gold 

color foil.  

 

GALLERY EIGHT: INDONESIA 
 

Indonesian Ikat: Miraculous Creations 

Indonesia is a polestar of ikat. Like a vast net supporting Asia’s southeast region, its 17,000 islands are 

home to many who revere cloth as a means of honoring relationships, old and new, personal and 

environmental. Indonesian dyers and weavers hold on to difficult, time-consuming processes sanctioned 

by tradition. Some of these cloths are worn daily, and others are brought out for ceremonies and to 

assist in times of crisis.  

 



Deciphering the coded imagery of these cloths is a source of fascination for researchers today, and a few 

of their observations are included here. However, missing are the voices with the utmost authority, 

those of the artists who created each cloth. In earlier eras, collectors did not keep records of who 

created the ikats and what they would want us to know about their visions. If you want to know more 

about questions surrounding ikat history, look for Routes and Roots of Ikat, a book that has been 

published about this collection. If you want to learn about Indonesian artists working today, the gallery 

at the entrance is dedicated to their ikats of miraculous technical expertise and imagination.  

 

Geringsing (ritual cloth) 

Cotton double ikat 

Indonesia, Bali, Tenganan Pegeringsingan, Bali Tenganan Pegeringsingan Bali Aga people, 19th century  

The David and Marita Paly Collection 

 

Sacred order is instilled in these cloths to prepare the wearer for rituals and social activities. An ordered 

universe is implied by the four-pointed star diamonds/mandalas. This symbol of the cosmos appears in 

Buddhist and Hindu art and is said to also designate a rendition of a temple plan. In the horizontal 

example, seated figures sit to pray. In the vertical cloth, smaller shrine shapes might be house temples, 

which are sources of holy water. Geringsing cloths are renowned for their exquisite alignment of double 

ikat. 

 

To learn more about them, you can watch a film in the Tradition Keepers series that follows the creation 

of such double ikat in 2021—it is being shown in an alcove at the south side of the exhibition.  

 

Geringsing (ritual cloth) 

Cotton double ikat 

Indonesia, Bali, Tenganan Pegeringsingan, Bali Aga people, 20th century 

The David and Marita Paly Collection 

 

Saput endek (man’s hip cloth)  

Silk, weft ikat, and metallic supplementary weft 

Indonesia, Bali, late 19th century to early 20th century 

The David and Marita Paly Collection 

 

Balinese life is said to be a ceremony with intervals because ceremonies occur so frequently during one’s 

existence. Here are two repeat ceremonies of men and women wearing distinctive cloth and 

headdresses. Stripes and ikat sarongs are conveyed with impressive detail. Trees form a lower canopy 

while nagas (serpents of supernatural character) fly above. No doubt a gamelan orchestra is providing 

music for the gathering and this stiff, postured group will soon be placing offerings at the closest temple.  

 

Ulos ragidup (pattern of life ritual cloth) 

Cotton, warp ikat, warp float, supplementary weft, and weft twining 

Indonesia, South Sumatra, Toba Batak, 19th century 

The David and Marita Paly Collection 

 



The cloth of the Toba Batak people carries blessings into view. The ulos ragidup cloth has a central band 

filled with coded white patterns that refer to male and female balance. Complicated sequences of tiny 

triangles and rhombuses are carefully followed to ensure that the right pattern of life is embedded in 

the cloth, which is then given to a bridegroom’s mother, a pregnant woman, or a young mother. 

Speeches accompany the cloth, such as, “We now present this garment for the enrichment of the soul 

force of our daughter. It brings coolness, it strengthens the stability of the soul. It is a garment in which 

sons and daughters may be carried.” The daughter will wrap herself in it whenever she is sick or during 

childbirth.  

 

Ulos rujat (ritual cloth)  

Cotton warp ikat and weft twining 

Indonesia, North Sumatra, Toba Batak, mid-20th century 

The David and Marita Paly Collection 

 

Two hinggi kombu (man’s cloth)  

Cotton warp ikat and weft tapestry woven band 

Indonesia, East Sumba, 19th century to mid-20th century 

The David and Marita Paly Collection 

 

Full of vivacious figures, Sumbanese cloths are steeped in secrecy about how the threads are dyed 

because dyeing is the preserve of older women whose knowledge of herbalism and contraception is 

aligned with the bleeding of color into cloth. A parade of symbols showcases many stars of the natural 

and mythic worlds. Turtles, lobsters, and fish-tailed guardians mediate a watery underworld. Chickens 

prevail, an element of sacrifice for centuries. Horses holding up a crown are a reminder of the Dutch 

East Indies Trading Company, while nagas slither around trees of life from Chinese and Indian 

exchanges. Each figure quivers with life as Sumbanese ikat makes the most of flaming edges. (110 

words; medium wall label) 

 

Ritual cloth 

Cotton double ikat 

Collected in Indonesia, Sumatra, 17th century 

The David and Marita Paly Collection 

 

Kain bidak (shoulder cloth) 

Cotton, weft ikat, continuous supplementary weft with fringe decorated with tin 

Indonesia, Sumatra, Pasemah, 19th century 

The David and Marita Paly Collection 

 

Selendang (shoulder cloth) 

Silk, weft ikat, plangi, and metallic supplementary weft 

Indonesia, South Sumatra, Malay people, Palenbang 19th century 

The David and Marita Paly Collection 

 

Selendang (shoulder Cloth)  



Silk, gold metal-wrapped threads, weft ikat, and continuous supplementary weft 

Indonesia, South Sumatra, Malay people, early 20th century 

The David and Marita Paly Collection 

 

Purple silk set inside an ornate metallic frame gives the appearance of a void, a sheet luminous reminder 

that less is more. Some authors state that a central field without any designs is a sign that the wearer is 

a widow coming out of mourning. 

 

Tapis merah (woman’s sarong) 

Cotton, silk, warp ikat, and embroidery 

Indonesia, South Sumatra, Lampung, 19th century 

The David and Marita Paly Collection 

 

An imaginary world bursts into view in this sarong. Muted scrolling panels of ikat are joined by ships 

sailing across a primeval watery realm. In this tour-de-force combination, a Sumatran artist mixes figural 

forms from the Dongson culture’s ancient bronze vessels two millennia earlier and embroidery 

introduced by early Chinese traders. The ships are full of enigmatic creatures and enormous foliage, and 

some say they symbolize the need for women to think about new realms of possibility.  

 

Hoba pojo (woman’s sarong) 

Cotton and warp ikat 

Indonesia, Flores, Nage Keo, 20th century 

The David and Marita Paly Collection 

 

Sarongs like this were made as important ceremonial gifts. In this unusually detailed example, a depth of 

field is created by an underpinning of white accents veiled by deep maroon stripes. Across the middle, 

the indigo horizon line pulls attention into what could be imagined as an ancient door opening on 

another dimension. Nage people respect a shared totem—the tamarind tree—and believe that they do 

not own the land—the land owns them.  

 

Lawo butu (woman’s sarong)  

Cotton, trade beads, seashells, warp ikat, and applique 

Indonesia, Flores, Ngada, 19th century 

The David and Marita Paly Collection 

 

Only a mature woman from a noble lineage family would wear this sarong, which was kept as an 

heirloom and rarely seen. When it was worn, it was a conspicuous announcement of the wearer’s access 

to knowledge and materials beyond Flores Island. Highly valued glass beads and nassa shells come into 

place as rhombuses set against a deep dark-blue cloth filled with rows of horses or elephants, both 

creatures from distant lands. A similar sarong recently created on Flores is part of the Threads of Life 

gallery near the exhibition’s entry and exit.  

 

Woman’s sarong 

Cotton, warp ikat, and silk embroidery 



Indonesia, South Sumatra, Lampung, early 19th century 

The David and Marita Paly Collection 

 

A bride of the aristocratic class is thought to have once worn this enigmatic sarong. Subtle bands of 

earth-hued ikat create backgrounds for mysterious white creatures who float by. Amorphous in shape, 

they have long legs and spiky heads, and they are surrounded by sprouting curls or leaves. These 

creatures are a puzzle for scholars. Some identify them as squid or cuttlefish, and others see them as 

spirits or beings derived from Bronze Age imagery.   

Luka semba (man’s shoulder cloth)  

Cotton and warp ikat 

Indonesia, Flores, Lio people, mid-20th century 

The David and Marita Paly Collection 

 

Semba is the motif that radiates from this cloth, and it refers to the skin of snakes, who are transformed 

ancestors. There is a traditional Lio story of a great serpent who carries the goddess of rice through the 

lands of western Flores. A land custodian, a mosalaki, or Lord of the Earth, stands out wearing this cloth 

whose vibrant red rush color can take years to manifest from dyes requiring tree roots. Mosalaki 

oversee rituals for planting and harvesting, including a ritual in which Indian patola cloths are placed on 

a sacred stone. Overall, the cloth is composed with signs of the influence of Indian patola.  

 

Sarong or Pou, opened 

Cotton and warp ikat 

Indonesia, Rote Island, early 20th century 

The David and Marita Paly Collection 

 

Pori situtu (ritual cloth) 

Cotton and warp ikat 

Indonesia, South Sulawesi, Toraja, Rongkong, early 20th century 

The David and Marita Paly Collection 

 

The Toraja people are said to rely on colors that induce a sense of being on fire, like embers in a forge. 

They identify black as the ashes of fire, red as the blood of sacrificial animals, and white as hints of the 

high god. Such cloths are suspended to ennoble and sanctify a space. This cloth was displayed during 

prolonged funeral rituals to convey the deceased to the Land of the Dead. The hooked diamonds seen in 

the center are called sekong, which might be a “genealogical pattern” composed of the interlocking 

arms and legs of stylized humans and ancestors waiting in the afterlife.  

 

Sekomandi (ritual cloth) 

Cotton and warp ikat 

Indonesia, South Sulawesi, Toraja, Palu or Kalumpang, 19th century 

The David and Marita Paly Collection 

 

A ritual cycle surrounding the death of an honored person often took months or years to prepare. 

Initially, the deceased was carefully wrapped in many layers of cloth for protection. The ritual cycle was 



further defined by a sequence of textiles, including large cloths similar to this one that hung as signs of 

sacred protection or that served as a shroud. Such cloths played a major role in the funerary rituals that 

families rely on for rules to restore harmony.  

 

Beti (man’s cloth) 

Cotton, warp ikat, and weft twining 

Indonesia, West Timor, Miomafo, Atoin Meto people, 20th century 

The David and Marita Paly Collection 

 

Down the center of this cloth, makaif (the hook and rhomb) appears, an ancient motif that emerges 

often in Indonesian ikats. Its repetitive, interlocking pattern that seems to go on forever is a challenge to 

create, and the pattern has been adapted to cover architecture and ceramics and to fit into local 

systems of meaning. Among the Timor, it has been said to serve as a model of interconnectedness and a 

reminder of a founding ancestor who created Timor Island in his own shape, the crocodile. 

 

Tais feto (woman’s sarong) 

Cotton, silk, warp ikat, and embroidery 

Indonesia, West Timor, Malaka, Tetun, 20th century  

The David and Marita Paly Collection 

 

Two bands of diamond-shaped patterns appear on this sarong; they are overtaken by tiny mazes of 

colored accents in silk at the head and the foot. At the top and bottom are turtles, lenuk, with 

outstretched arms and legs electrified with jagged edges. The threads to make them came to Timor’s 

Tetun aristocracy through intermarriage with Chinese traders before the Second World War. 

 

GALLERY NINE: EUROPE 
 

European Ikats: The Industrial Revolution Was a Fabric Revolution 

The six cloths shown here hint at enormous changes in fabric history. At first glance, they appear 

modest, but they span ikat’s rise and fall in Europe and trace the demise of handspun, naturally dyed, 

and hand-woven cloth.  

 

Four fragments take us back 300 to 400 years when linen, wool, and silk prevailed, as had been the case 

for centuries. Three discoveries shook up this version of cloth. In 1793, the cotton gin made it possible 

to use a type of cotton growing in America for thread. Europe’s manufacturers began importing more 

and more cotton, enlarging American dependence on slavery. In 1801, Henry Jacquard, a Frenchman, 

demonstrated the use of thousands of punch cards to create a textile pattern. Jacquard looms were a 

harbinger of binary thinking being applied to textile production and, later, to computer programming. 

Finally, in the mid-1850s, William Perkin, a British chemist, discovered that vivid dyes could be extracted 

from coal tar.  

 

By the 20th century, machine-spun cotton woven on industrial looms and dyed with chemicals became 

the leading form of cloth. Between 2000 and2008, petroleum-based fabrics supplanted cotton as the 

most commonly worn fabric on the planet.  



 

Furnishing fabric fragment 

Warp-faced satin weave with silk warp and linen weft 

Italy, possibly Florence, second half of 17th century  

The David and Marita Paly Collection 

 

Italy and France produced striped fabrics like this for drapery and upholstery in the 17th century, 

merging linen and silk, two staples of cloth at that time. Their design wasn’t called ikat but a flamma for 

their flame-like motifs. The depth of color provides testimony to the strength of natural dyes, which 

were probably derived from woad, a plant whose leaves deliver blue dye, and madder, whose roots 

have been used for red and orange dye since ancient times.  

 

Velours d’Utrecht fabric fragment 

Linen warp and wool weft with wool pile, embossed 

France, possibly Lille, second half of 17th century 

The David and Marita Paly Collection 

 

Cut silk velvets were the ultimate choice for cloth that was sensuous and epitomized luxury. Here is an 

example of an imitation, called velours d’Utrecht, which was used to cover walls and seating. It results 

from a pattern being embossed over the goat-hair pile using wooden rollers. The a flamma design here 

might have been inspired by woven brocades with raised patterns derived from the Safavid dynasty of 

Persia imported from cities like Venice.  

 

Chiné à la branche fabric fragment 

Warp-faced satin weave with silk warp and linen weft 

Italy, possibly Genoa, ca. 1755–70 

The David and Marita Paly Collection 

 

Chine a la branche is a form of ikat refined in Lyon, France. It involved a chineur (specialized weaver) 

winding long warps of threads in clusters, or branches, for dyeing according to the resist pattern. 

Prohibitively expensive, such cloth was favored by royals, like Marie Antoinette. A portrait of her by 

Joseph Ducreux in 1769 provides a view of how it was worn. This fragment comes from an Italian silk 

weaver, a rival to Lyon’s prominence.  

 

Counterpane of a chiné à la branche  

Twilled bourette with silk warp ikat and linen or cotton, quilted 

France, ca. 1770–85 

The David and Marita Paly Collection 

 

France became known for “flamed” ikats that feature indigo dyed threads. The silk used here is called 

bourette, a lesser grade of yarn that tends to retain bumps and that costs just a quarter of higher quality 

yarn.  

 

Counterpane or valance of siamoise flambee  



Linen warp and cotton weft ikat 

France, probably Rouen, Normandy, second half of 18th century 

The David and Marita Paly Collection 

 

Siamoise flambee was inspired when the embassies sent to France from Siam (now Thailand) launched 

vogue for ikats using mixed silks, wools, and cottons. Such cloths were said to imitate textiles brought by 

diplomats.  

 

Curtain of toile de Charentes fabric fragment 

Cotton and weft ikat 

France, first half of 19th century 

The David and Marita Paly Collection 

 

Ikat with indigo stripes is from the last wave of ikat production in Europe, before technological 

advancements in printing and weaving rendered true ikat nearly extinct, except in Scandinavia and 

Iberia. Warp printing, compared to ikat resist dyeing, was cheaper and easier. Today, the only group of 

remaining ikat weavers are in Mallorca, Spain, where a tradition of telas de lenguas (named for flames 

licking like a tongue) continues.  

 

GALLERY TEN: CONTEMPORARY AMERICAN  
 

Tamago Basada, 1996 

Silk warp and weft compound ikat and weft tapestry weave 

Polly Barton 

American, born 1956 

The David and Marita Paly Collection 

 

Polly Barton says, “Tamago Basada means Kissed Egg. As a NYC city girl transported to northern New 

Mexico, we had chickens, ducks, turkeys, and Guinea hens and I was into eggs. The shape held 

potential.” Barton was raised in New York, received a degree in Art History from Bard College, and 

became an assistant to the painter Helen Frankenthaler. In 1981, she traveled to Japan to learn from the 

master weaver Tomohiko Inoue. In 1992, she moved to New Mexico. Of ikat’s special qualities, she has 

written, “When tying a knot of resist on thread, this act encodes the thread, locking in the mark of 

design which carries memory, an historical marker, a global or locally identifiable story which is passed 

down culturally in the woven membrane or fabric. My own challenge with ikat is when the threads 

resist, push back, push me forward as an artist while keeping me connected to the web of woven 

history.”  

 

Dare Series: Prey, 2017 

Dare Series: Thicket, 2018 

Dare Series: Anchor, 2020 

Silk double ikat with additional dye, soy milk, and sumi ink 

Polly Barton 

American, born 1956 



Loan from the artist and Chiaroscuro Gallery, Santa Fe 

 

Polly Barton further describes her process: “My work in the studio is weaving, dyeing, drawing and 

painting. On or off the loom it is in acting upon the resistance of materials that I make my art, find my 

voice, my gesture and my way of engaging with the world. These Dare banners mark a departure, a 

disruption, from my former way of working. No longer am I in command of each element in the making. 

The threads resist, push back, push me, provoke the process of the weaving. The lines, the graphics, the 

voice of each piece astonish me with a vitality, a freedom from rules, and reveal unspoken truths.”  

 

Tejido (shroud), 2003 

Linen warp ikat, wedge-weave, silk, embroidery floss, and nylon belting  

James Bassler 

American, born 1933 

The David and Marita Paly Collection 

 

Recently, James Bassler recounted memories of creating this shroud. Originally, he wove it in two 

panels, and then he sewed them together. For an exhibition in 1992, he displayed it beneath a large ten-

foot-wide American flag that had the word SOILED printed on the flag with OIL visually emphasized. 

Years later, Bassler began applying his knowledge of Japanese boro (mending) to the shroud, and he 

recalled his laborious unweaving and reweaving to take it to the present form. One of his challenges was 

reworking a wedge-weave, a process that was used around the world but that was made famous by 

Navaho weavers who used it in the 1880s and 1890s.  

 

GALLERY ELEVEN: CONTEMPORARY INDONESIAN 
TRADITION KEEPERS (Film Series) 
 
These three films visit Indonesia to learn from custodians of traditional textile arts. Each was 
filmed during the COVID era by Asa Films, which collaborated with Threads of Life, an 
organization that has worked with weavers and dyers for twenty-five years and that provided 
the twelve textiles in the adjacent gallery. 
 
Coming of Age 
Tenganan Pegringsigan, Bali 
(26:33 minutes) 
Follow 13-year-old Ni Putu Ayu Nesya as she is led into the village’s young women’s 
organization, which marks the beginning of her weaving studies. Tenganan is renowned for the 
creation of complex double ikat textiles, which are seen as a signature of higher learning. 

 
Mother of Blue Darkness 
Nuse Tenggara Timur, Sumba 
(26:21 minutes) 
Tamu Rambu Hamueti is a master weaver and the queen of the Prai Yawang kingdom on the 
island of Sumba. She was raised in strict isolation but has encouraged her daughters to seek 



outside education. They have now returned to start their own families and learn from their 
mother about textile arts. 

 
Ties to the Earth 
Nusa Tenggara Timur, Timor 
(23:19 minutes) 
Willy Does Kadati is a lifelong student of Timor’s textile traditions and is inspired by a creation 
story of heaven and earth being connected by an Entada vine. He seeks out a weaver in a 
remote village who depicts the vine and cares for its ritual power.  
 

Tradition Keepers: Preview of Film Series, 2021–23 
Video (Color, English subtitles), 3:45 minutes 
Courtesy of ASA Films and Threads of Life 
 
Six films were produced in recent years to consider a time of crisis for traditional arts in 
Indonesia. Imported consumer goods can fragment a long-standing worldview that values 
hand-created textiles. This series promotes recognition of those who are aligned with the 
landscapes, species of plants and animals, cosmologies, and ceremonies that continue to 
inspire a living culture. Several of the artists in this gallery are featured in the series, and three 
complete films are being screened at the entrance to the exhibition.  
 
Contemporary Indonesian Ikat: From Ambiguity to Full Identity 

Ambiguity often surrounds prior centuries’ ikats, which usually lack a direct record of who created them 

or why. The twelve 21st-century textiles in this gallery illustrate the ikat renaissance that has occurred in 

Indonesia and include careful documentation of each artist involved. As an artform, textiles are highly 

personal and deeply cultural, so the museum turned to the organization Threads of Life, based in Bali, 

for guidance. 

 

Threads of Life was established in 1998 to consult with weavers whose support was fading. The group 

has since spent twentry-five years encouraging knowledge of natural dyes and weaving excellence, 

establishing a repository of exemplary cloths to serve as models for study and placing a few in museums 

and foundations.  

 

Several cloths in this selection were created during the Covid-era lockdown, when an Indonesian film 

company produced Tradition Keepers, a series of films that feature many of the artists on view here. 

Three of the films are being shown in the south hallway.  

 

 “The spiritual force in natural dyed cloth is amazing. Sometimes people feel as if the cloth has a soul, as 

if it is alive. To become a weaver, you must have great patience. You also have to be wholehearted in 

your work. If we weave cloth half-heartedly, the cloth will have no meaning for anyone looking at it. If 

we weave wholeheartedly, our cloth has soul and charisma.” 

—Madi Diavi, dyer and weaver in Bali, from the Touching the Ground documentary, 2021 

 

Sudamala (ceremonial cleansing cloth), 2021 



Weft ikat, single panel, hand sewn edges, commercial cotton, and natural dyes 

Ni Ketut Turi (tier and dyer) 

Indonesian (Bali, Nusa Penida, Tanglad), born 1928  

Kadek Latri (weaver) 

Indonesian (Bali, Nusa Penida, Tanglad), born 1976 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.5 

 

A sudamala cloth, from suda (to release) and mala (unclean), is often worn at an oton ceremony during 

a full or new moon when a person takes time to go for purification with a high priest at a sacred spring. 

A child is not baptized until they are 210 days old, and this is their first oton, establishing a process of 

offering prayers to the sibling spirits that are part of their birth.  

 

Nusa Penida is an island off the east coast of Bali in a region known to be the transition zone between 

Asia and Australia. Its dry, craggy limestone cliffs make it difficult to access, but it is the home of a 

powerful spirit who can cure the sick. Some of Bali’s most sacred temples are on Nusa Penida, 

pilgrimage sites for those needing healing. The island is also one of the few places in Bali where 

traditional textile techniques continue today.  

 

Cepuk (protective cloth), 2022 

Weft ikat, single panel, sewn edge, commercial cotton, and natural dyes 

Ni Gde Diari (tier and weaver), born 1978 

I Ngurah Hendrawan (dyer/husband) , born 1978 

I Gede Suantika Pramana (red dyer), born 2000  

Indonesian (Bali, Nusa Penida, Tanglad) 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.1 

 

Cepuk is a sacred textile that guards the wearer and opens a connection to the ancestors during various 

life-transition ceremonies between birth and death. Its red color is a story of survival. In 2002, after a 

bomb devastated Bali’s tourism industry, Threads of Life was approached to help revive natural dye 

processes on Nusa Penida. To provide the preferred source of red dye, the group delivered fifty 

seedlings of the Morinda citrifolia tree in 2004 and 2005. Farmers planted and tended them, developing 

a significant forest of trees that are now old enough to be harvested for their roots to produce dye. 

These Morinda forests continue to satisy a large Balinese demand for this treasured red on cepuk, which 

can be seen used as a skirt for a temple guardian or placed on the tongue of a new Rangda mask.  

 

Created in 2022, this cloth brought three artists together to help them withstand the pandemic.  

 

Geringsing pat likur prembon (ceremonial cloth), 2017 

Single panel, double ikat, braided fringe, handspun cotton, and natural dyes 

Ni Wayan Sriani (spinner, tier, red dyer and weaver), born 1950 

Ni Wayan Juni (weaver), 1969–2017 

Ni Luh Yudi (tier), born 1969 

Pacong (indigo dyer, works in Bugbug), born 1950  

Indonesian (Bali, Tenganan Pergerinsingan) 



Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.34.2 

 

Geringsing (against sickness) textiles are considered the most ritually potent cloth in Bali and the rarest 

and most valuable in Indonesia. Ikat is a demanding process, but double ikat is legendary, achieved in 

only a few places in the world. Threads are tied and dyed independently and then miraculously align in 

the final weaving. Only one village of weavers in Bali is able to enact this incredibly painstaking process. 

Strict rules prevail, including one that says that the yarns must be sent away to be dyed blue. Overdying 

with red gives accents of reddish-purple. To obtain such deep tones requires repeated cycles of dye 

baths for long periods of time. 

 

The motifs on this cloth are named, but meanings are said to be uncovered only in alignment with 

personal observations of patterns in village life. The Touching the Ground documentary showing in an 

alcove of the main exhibitions follows the respect for this cloth as it is created and worn.  

 

Kreot nai telon (woman’s ceremonial cloth), 2021 

Warp ikat, warp ends uncut, handspun cotton, and natural dyes 

Mikael Doni Ledun 

Indonesian (Lembata, Topobali), born 1980 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.11 

 

Natural dye techniques had almost vanished on Lembata, but this sarong, woven by a young man, shows 

its revival. This cloth has a distinctive symbolic feature of never having had the warp threads cut, 

symbolizing a bond with and commitment to the community. At the center a spidery floral pattern that 

is modeled after an Indian patola textile. The rtist saw this motif in a neighboring town and asked 

permission of the clan house to weave it into his new version. 

  

Men are not often the weavers of traditional cloth, so the artist had to undergo a ceremony to “cool his 

hands” to begin to do so. His parents died when he was very young; his aunts raised him and taught him 

to dye and weave. He left Lembata to obtain a degree in community health but returned to his village to 

continue to weave and is beginning to teach young girls to spin, dye, and weave after school.  

 

Lawo butu (woman’s ceremonial skirt), 2017 

Warp ikat, three panels sewn together, stitched bead and shells, commercial cotton, and natural dyes  

Katarina Paba 

Indonesian (Flores, Ngada, Bonari), born 1947 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.10 

 

Protocols of prestige kept this type of cloth hidden in clan treasuries and worn only by female clan 

elders during special ceremonial dances, such as blessings for new houses and ancestral shrines and calls 

for rain. A series of ties enables the wearer to fasten the tube over the shoulders and then cinch the 

waist with a sash or belt.  

 

Beads are added to convey a boat carrying ancestral figures called kawa, based on the origin myth of 

migration to Flores from as far west as India. Other beads suggest crabs that look like circular suns, half-



suns that symbolize tadpoles, and small circles depicting pond skippers, small insects that skip across 

water. In the underlying ikat pattern, a herd of elephants with raised trunks and long tails march on.  

 

Kreot beloge (woman’s ceremonial skirt), 2012 

Warp ikat, stitched shells, handspun cotton, and natural dyes 

Theresia Bare Beribe 

Indonesian (Flores, Lamaholot culture, Demun Pagong), born ca. 1942 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.9 

 

“Without cloth we cannot marry” is the title of an article written by Ruth Barnes in 1994 to convey how 

important textiles are to the Lamaholot people. Wedding cloths had to be made of handspun thread and 

dyed with natural plant-based colors to satisfy the expectations for a gift exchange. Restrictions also 

kept motifs from being used by anyone outside specific lineages of women weavers. This skirt’s threads 

were tied by the weaver’s mother, who dyed them over many years to create a rich depth of red-brown 

color. Red is considered a beautiful, strong, and healthy color with powerful connotations that only 

experienced women should handle.  

 

Hinggi (man’s ceremonial hip cloth), 2015 

Warp ikat, kabakil striped edging, twisted fringe, commercial cotton, and natural dyes 

Tamu Rambu Hamu Eti (female spinner, dyer, tier, weaver), born 1964 

Ngguna Jilik (female indigo dyer), born 1930s 

Umbu Tanya (male tier), born 1975 

Hawu Rimu (male weaver), 1967–2019 

Indonesian (East Sumba, Rindi)  

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.6 

 

Potent and unusual designs are chosen for cloths used in the marriage context. Here, cockatoos, 

crocodiles, and snakes face each other in a way that is not normally done—the textile alludes to the 

hope that mutual conversations will prevail in the coming together of the engaged couple. The central 

motif, wala ai, refers to a flower who gives its fragrance freely. It serves as a metaphor for a leader who 

gives good counsel and watches over the needs of others so that all will benefit. 

 

This cloth was designed by Tamu Rambu Hamu Eti for her daughter’s bridewealth. She presented it to 

the Praillu clan, who once were the central kingdom of East Sumba. With the death of her husband due 

to Covid in December 2021, this artist is now the reigning queen of Parai Yawang, and she lives in the 

royal compound.  

 

Lau pahudu padua (woman’s ceremonial sarong), 2014 

Warp ikat and floating warp patterning, commercial cotton, and natural dyes  

Tamu Rambu Hamu Eti (female tier, dyer, weaver), born 1964 

Ngguna Jilik (female indigo dyer), born 1930s 

Hiwa Ranja Rudung (male tier, dyer), born 1976 

Hawu Rimu (male weaver), 1967–2019 

Indonesian (East Sumba, Rindi, Prai Yawang) 



Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.12 

 

Indonesian families, clans, and kingdoms maintain collections of textiles that are carefully stored and 

revealed when appropriate for ceremonies. This sarong was inspired by models kept in the collection of 

the artist and her husband, who was the reigning king of Prai Yawang. It prominently features the 

hundarangga motif, seen as oval enclosures, which is used only on textiles for the queen or other high 

officials. The motif is based on the pattern known as patola, which came to Indonesia on silk saris traded 

from India during the spice trade. Two bands of supplementary weft bring other motifs into view. At the 

top is wala, or flower bud, in a geometric matrix and near the bottom is kambiha njara, referring to the 

footprint of a horse.  

 

Beti tnana (middle section of man’s hip cloth), 2007 

Warp ikat, open fringe, commercial cotton, and natural dyes 

Feronika Sasi (female tier, weaver), born 1964 

Rosina Meta (female indigo dyer), ca. 1940–2015 

Indonesian (West Timor, Bikomi, Oe Nenu) 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.3 

 

Frog motifs cover this cloth in stacks of ever-widening reach. The frogs have small diamond-shaped 

heads and broad-lobed ears, with wide torsos that span the width of the cloth and hands outstretched 

and feet splayed. Arranged one on top of the other, the frogs suggest the ongoing cycles of generations 

whose sounds are good omens. Timor’s barren land is carefully planted, and ceremonies help the people 

concentrate on farming tasks. Prayers to the ancestors often appeal for rain, and when the rain does 

come, the first sounds to be heard are the frogs, who provide evidence that the ancestors have 

recognized their appeal.  

 

Beti naek (man’s hip cloth), 2020 

Warp ikat, open fringe, commercial cotton, and natural dyes 

Theresia Abi (female spinner, tier, weaver), born 1954 

Yohanna Ato (female indigo dyer), born 1945 

Indonesian (West Timor, Bikomi) 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.4 

 

Twenty ancestor figures, the atoni ahaket, raise their arms to announce support for the man who wears 

this cloth. They are called upon to help with ceremonies related to agriculture, the cycle of life, and the 

making of a traditional house. Their hands and feet spread wide to amplify their powerful presence. 

Such cloths are made by only elder women because the motif is not only difficult to tie but also very 

rarely evoked. 

 

Theresia Abi is a clan leader who sought out Yohanna Ato, a relative through marriage, to do the deep 

blue indigo dyeing required. She began receiving knowledge about dyes when she was about 13 years 

old. She and her mother made a trip to a nearby village so that she could receive the spirit of indigo 

from an elder woman. She brought a pig and betelnut to present to the elder. In return, she was given a 



container of indigo water and paste. To this day, this remains her “parent pot” of the twelve indigo pots 

she dyes with.  

 

Mau naek (man’s ceremonial hip cloth), 2015 

Warp ikat, twisted fringe, handspun cotton, and natural dyes 

Tb’e Benu (female spinner, tier, dyer, weaver and healer), born ca. 1950 

Indonesian (Timor, Amanuban, Inner Boti, Teno) 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.8 

 

Mak’aif is the name of the white scrolling tendril motif that represents a principle held in high esteem: 

the interconnection of land, community, and ancestors. A man equipped to invoke the guidance of the 

god of the sky, Uis Neno, the goddess of the earth, Uis Pah, and the ancestors, Uis Bes, wears it at the 

welcoming of a new child ceremony. 

 

Boti is a community of custodians who tend vast land holdings in Timor, and they are guided by strict 

rules and beliefs. After planting, no one is allowed to pick the crops or disturb the land. After nearly nine 

months, a ceremony is performed to ask permission to begin to harvest. Cotton is the first to be 

harvested under a full moon, picked with songs and then spun into the thread that is the basis for this 

textile.  

 

Beti keut bati (man’s ceremonial hip cloth), 2011 

Warp ikat, commercial cotton, and natural dyes 

Rosalia Bubu (female spinner, tier, dyer, weaver), born 1942 

Maria Fatima Rince Gabriel (spinner, tier, dyer, weaver), born 1976 

Indonesian (Timor, Malaka, Kato Mnuka clan) 

Plestcheeff Endowment for the Decorative Arts and the Indonesian Support Fund, 2022.43.7 

 

An exceptionally intricate motif covers this cloth that men wear for special gatherings. The deep red 

color requires threads to be soaked in a pressed candlenut oil with other enzyme plants and then 

removed and dried repeatedly. Once that process is complete, the artist can begin collecting the small 

fine roots from a Morinda citrifolia tree to obtain the red dye. 

 

The artist, nicknamed Mama Rosa, maintains a knowledge of resource restrictions that must be applied, 

otherwise known as taboos. Various plants, animals, and sacred springs are protected and must not be 

used, but they may be available for ritual purposes. Rosalia began learning to weave from her 

grandmother when she was thirteen years old. She is now the leader of the Kato Mnuka clan and is 

featured in the Ties to the Earth documentary being shown in the south hallway.  

 


