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INTRODUCT ION

STATEMENT OF THE PROBLEHM
The proposed problem for study was the development
of a manval in the area of fibers and textile design for
grades eight and nine art students.,
PURPOSE OF THE STUDY
" The writer's purpose was to provide a resource
guide for teaching fibers and textile design suitable for
students in grades eight and nine within the guidelines
of national and regional professional agencies.,
JUSTIFICATION

The national and State of Texas' curriculum
guidelines for the secondary level craft courses provide
only a general outline of content for an effective art
program, There is an obvious deficit for a course of
study to teach the specific techniques of fiber and
textile desipgn as proposed in this handbook.

BACKGROUND

During the writer's twelve years as a Jjunior
high art teacher, it has become increasingly obvious
that there is little information available in this area

of fiber and textile design,
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Curriculum guides at all levels provide minimal
information. Art teachers are fortunate if they took one
college level course in crafts and /or weaving.

The researcher has long enjoyed an interest and
appreciation for fibers and textile design and feels
a manual with information for this course of study would
definitely aid the beginning and the established art
teacher., It is felt that a greater clarification of the
definition of "crafts" is necessary to this study. Accord-
ing to the report written by the Task Force of specialists
for the National Art Education Association, "crafts" is

defined as:

Like the word "creativity", "crafts" is sub-
ject to various interpretations, and therefore
communicating becomes difficult without defini-
tion. Art history texts may treat painting,
sculpture, and architecture separately, and
lump other arts into a "minor Arts" section.
Sculpture studios sometimes are categorized
as belonging within a craft domain with courses
in weaving, jewelry, and ceramics.

The variation in interpretations comes from
the emphasis on physical control and the theo-
retical separation of fine and functional
products.

. ... Emerson in his 1841 essays asked that :
the distinction between fine and useful arts
be forgotten. In the Bauhaus and public school
art influenced by this school, the union of
arts and crafts became a reality. Commercial
interests have capitalized on the openess of
the art product cancepts ?nd offer a dazzling
variety of materials. . .

1 Lrt Education: Senior High School,The National
C 1012, Pe 174
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The course of study within this handbook presents
a sequential set of appropriate art experiences in fibers
and textile design which will give the student confidence
in his technical ability and make him aware that his own

ideas are valid and expressive.
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DELIMITATIONS
The following delimitations were proposed for this
study:
The purpose of this study was to determine the feas-
ibility for the development of a resource guide for
a basic fiber and textile design course that could
be incorporated into an existing art program.
The researcher has followed the guidelines stated
by national and regional accreditation agencies.
This study was limited to eighth and ninth grade
art students.
This manual was aimed at the junior high school stu-
dent taking art for the first time.
This handbook was particularily intended as an edu-
cational aid for art teachers with a limited fiber
and textile design background.
This guide includes exercises and projects to give the
beginning art student an understanding of the basic
technigues and methods of weaving, batik, stitchery,

rug hooking, and related activities.



METHODOLOGY
The researcher has reviewed a number of books and
periodicals related to fibers and textile design
projects, techniques, and history.
The researcher has written and developed a handbook
in compliance with guidelines suggested in publi-
cations of national, regional, and professional
agencies.,
The writer has gathered relevant information on fiber
and textile design techniques and has developed
projects which will relate in growth from eighth
and ninth grade.
The researcher has used examples of art work by form-
er art students, demonstrations of different tech-
niques, and showed and discussed art work done by
the researcher.
The writer has reviewed films, filmstrips, and
slides which could be used in this course.
The researcher has compiled a source list of suppliers,
supplies, visual aids and any other materials rele-

vant to the course of study.



Content:

Create:

DEFINITIONS OF THRMS
All that is contained or expressed in a writing.

( Webster's New World Dictionary, p. 318)

An occupation or trade requiring manual, tech-
nical dexterity or artistic skill. ( Webster's

New World Dictionary, p. 343)

To bring about: Cause, Make, Produce, Design.

( Vebster's New World Dictionary, p. 345)

Demonstrations: An explanation by example, experiment,

Nevelop:

Fibers:

Growth:

etc.; practical showing of how something works

o]
or is used. ( Webster's New World Dictionary ,

2

391)
To bring into activity, as an idea. ( licbster's

New World Dictionary , p. 401)

Any substance that can be separated into threads
or threadlike structures for weaving. ( WVebster's

New Vorld Dictionary , pe. 538 )

A growing or developing; specifically origin and

development. ( Webster's llew World Dictionary,

p. 641 )

Guideline: A statement of general policy. ( Webster's

Handbook:

New VWorld Dictionary,p. 317 )

+ A small book of facts or useful information

Fas
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usually about a particular subject. ( Webster's

Student Dictionary, p. 380 )

Junior High School: A school intermediate between ele-

Manual :

Resource:

mentary school and senior high school; it
usually has the seventh, eighth and ninth

grades. ( Webster's New World Dictionary, p. 794)

A book capable of being conveniently handled,

( Webster's Student Dictionary, p. 519 )

Something that lies ready for use or can be
drawn upon for aid; supply of something to take

care of a need. ( Webster's New VWorld Dictionary,

P. 240 )

Technique: Any method of working with materials. ( Art In

Textiles:

Texture:

Weaving:

Your World,p. 279 )

A woven or knit cloth. ( Webster's Student

Dictionary, p. 918 )

An element of design that refers to the surface
quality as being rough, smooth, soft, etc., It

can be implied or actual. ( Art In Your World,

Pe 279)

Interlacing of threads or fibers known as warp
with other threads or fibers known as weft to

create a design in cloth. ( Art for Today's

Schools, p. 261 )



THE WRITER'S BACKGROUND
The author of this handbook has been an art

teacher for twelve years. Her first job was working with
television art in elementary schools in Columbus, Ohio.
After a year with this grade level, the writer requested
transfer to junior high school where she has remained.
During this time period, she married, had a child and
moved to Texas where she is currently teaching Jjunior
high art.

Fducationally, the writer graduated from the Penn
State University with a Bachelor of Science degree in
Art Education. She obtained sixteen graduate hours at
the Ohio State University majoring in Art Education.
While meeting Texas certification requirements for teach-
ing, she also took additional fine arts courses at the
University of Texas at Arlington. In 1979 she entered
the Texas Woman's University to receive a master's degree
in Art Education. After taking one weaving course she
transferred her degree plan to a weaving major.

Having had a strong background in design from

Penn State and being interested in bold color and texture,
weaving satisfied certain artistic requirements of the
writer. VWeaving and textile design has changed greatly

in recent years within the public schools. Unfortunately,
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many school systems have not kept up with the latest
methods in their curriculum guides. Students enjoy explor-
ing this subject area.

The writer uses strong contrasts in her art work
and interesting textures. She has also taken an interest
in designing and printing fabric for clothing which she
makes., On the following pages are some of her wallhangings

and textile designs.
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Wallhangings of
assorted yarns
and plastic
tubing.

Wallhanging of
hooking, quilt-
ing, machine
stitchery and
fabrics.
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Space warp hang-
ing with assort-
ed yarns.

Hooked rug of
i cotton rug
yarn. Leather
straps are
attached with
velcro.
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Hoop weaving of
assorted yarns
and dyed jute,

Hooked rug made
of cotton rug
yarn,
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Hooked rug of
cotton rug yarn.

Inko dye hanging
with trapunto
and stitchery.
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Assorted tops
using stitchery,
quilting and
assorted silk-
screened fab-
riess
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Space warp hanging using assorted yarns.

Hoop weaving with
suede, rabbit fur
and tooled leather.



Hoop weaving
with wools
and chenille,

Slit and Tab
hanging of
wool,
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¥ STITCHERY
Ao OBJECTIVES:

14 To develop the student's response to shape,
color and texture through visual and tactile
manipulation of flat pieces of fabric with
the interaction of string and yarn.

2 To instruct the student in the basic tech-
niques of applique, quilting, stuffing,
(trapunto), and the use of embellichments.

Je To develop the student's skill in master-
ing the basic stitches,

B. MATERIALS:

14 Burlap
Qe Cut approximately a 14" x 16" piece

per student.

2 Assorted needles:
ae Crewel-Fine
be Chenille
Ce Tapestry-Medium
< Darning-lLarge

o An assortment of colored threads.

4 Scissors which are sharp and pointed.

5 So-Bo fabric glue.

b An assortment of yarns:
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a. Knitting yarns
Do Cotton Rug yarn
B Twine
de Woal roving
€. Synthetics
g Jute
Te Straight pins
Be Assorted pieces of fabric:
Qe Pellon
bie Felt squares

Cia Remnant pieces

o Tailor's chalk
104 Bmbroidery hoops or wooden frames to fit the
burlap.

Ce- Embellishments:
T Sequins
2. Wooden and ceramic beads

e Feathers

4, Leather scraps

De Dried weeds and flowers
6. Metallic threads

Ts Assorted trims

S Buttons

e Pieces of fur and ribbons

ote: It should be obvious from the materials and embell-

ishments lists that most of the supplies can come
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from the student's home thereby greatly cutting
down costs of the project.
PRELIMINARY PLANNING:

Select four or five different colors of burlap.
Using your scissors, pull a thread along your cut-
ting line so it will be straight when cut. You may
want to vary the lengths and widths of the burlap
pieces. Your needles, tailor's chalk and other
necessities can be purchased at the local fabric
shop. Assorted yarns can be bought at arts and
crafts shops, knitting stores and weaver supply
establishments. There are businesses and factories
in many communities which will donate supplies when
contacted. Students tend to bring in an array of sup-,
plies once their imaginations are stimulated.
TECHNIQUES:

1. STITCHERY:

a) The teacher should demonstrate basic
stitches to the students. Refer to Illustra-
tion #1. Allow students to practice stitches
before beginning a project.

b) It is recommended to refer to this

technique as " stitchery " rather than



23
" embroidery ". Boys tend to become nega-

tive to certain terminology.

2e APPLIQUE:

a)

b)

This is the surface treatment of attaching
materials to the fabric. These scrap pieces
of cloth or felt can be sewn or glued down.
An enlarged paper pattern of the project
would be handy for positioning and size
relationships.

It would be a good idea to figure out appli-
qued areas in advance before stitching.
Combine applique and stitchery techniques
together. Applique helps to fill in large

areas of color and surface decoration.

S STUFFING @

a)

When a student wants a particular area to
appear more three-dimensional to the surface,
it can be stuffed. Sew down three sides of
the material and stuff with old nylons,
pieces of cotton, polyester fiberfill or
other scrap fabric. Refer to Illustration

' 2. Sew the remainder of the fabric down.
Trapunto:

This is another popular stuffing technique.
The material is stitched down to the surface

all the way around. Using a sharp scissors,
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turn the fabric over and cut through the main
piece of cloth. A piece of quilting or stuffing
can be inserted into this opening from behind.
Re-sew the backing and from the front this
area will appear more raised than the rest of
the surface. Angles and more intricate surface
molding can be achieved with this technique.

See Illustration # 2.

EXERCISES:
1. Wallhangings:
a) Allow each student to select a piece of burlap

and look through the boses of trims and yarns.
According to Nik Krivetsky's theory:

Textile readiness through handling the
materials can, by means of a series of
developmental experiences lead to a high
degree of involvement and the production

of a wide range of the most experiemental
and advanced contemporary designs.l

Sensitive handling and observation of materials
may stimulate certain students. A subject
matter discussion can help others.

(1) SUBJECT MATTER:

(a) Nature: landscape, natural forms,

seasons, times of the day.

Book.

(

New York: Van Nostrand-Reinhold Co., 1967), p.

lNik Krevitsky. Stitchery. An Art Horizons
25.
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c)
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(b) Holidays

(c) Hobbies

(a) Pets
(e) History
(£) Favorite things: Foods, movies,

music groups, books.
(g) Vacations
(h) Art movements: Impressionists,
Pop Art, Op Art, Surrealists,
Abstract Expressionists, Super
Realists.
Students should be encouraged to make four or
five sketches for their wallhangings. After a
discussion with the instructor, one of the
drawings may be enlarged to fit the burlap.
Before students work directly on the burlap,
it is advised that the burlap be machine
stitched within %" of the edges with a
straight or zig-zag stitch. Masking tape may

also be wrapped around the edge to prevent

o

fraying.
The enlarged drawing should be cut into large
sections, pinned to the corresponding area of

the burlap and outlined with tailor's chalk.
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e) Refer to the various techniques and en-
courage as much creativity as possible.

Stitchery on denim:

a) Embroidery floss, applique, stuffing,
trapunto, rhinestones, jewel-tone studs,
copper rivets, brass/silver studs, insig-
nias, medals, and other assorted para-
phenalia.

b) The idea should be drawn out in advance
and drawn to size. The idea can then be
sketched on to the denim with a pencil or
tailor's chalk. An embroidery hoop would
help to keep the fabric tawt. Suggest com=-
bining stitchery with the assorted materials
as stated above.

Soft Sculpture:

a) Background:

Soft sculpture is a combination
of fabric collage and quilting techniques.
Dona Z. Meilach has an interesting approach:
1. The artist conceives a design and then

appliques different materials to one another.
In this method he may work much like the

collage artist but he usually sews the piece
of cloth rather than gluing them.

2. The artist uses a piece of predesigned
fabric and works padded forms into the
design. The fabric may be a commercially
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printed pattern, or it may be one the

artist has designed himself by batik,

silk-screen, block printing, and so

forth.?

Soft sculptures can be very ab-

stract or represent known objects. One

of the first soft-sculpture artists was

Claes Oldenberg. His first pieces ( 1968-

1969 ) were greatly influenced by Pop Art:

hamburgers, strawberry sundaes, bananas

and other assorted foods were constructed

in canvas and vinyls. He stuffed his armatures

with kapok and foam. These sculptures were

very gaudy, slick and shiny and extremely

controversial.

Other soft art sculptors are

Alma Lesch and Marilyn Pappas. ( While

attending the Penn State University, the

writer had Marilyn Pappas as one of her

instructors. There was no hint at that time
’ that Marilyn was even interested in fabric

sculpture. Perhaps her interest was stimulated

when she went to teach in Florida.) They left

their sculpture with raw edges, long hanging

2Dona Z. Meilach. Soft Sculpture ( New York:
Crown Publishers, Inc., 1974.), p. 31.
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threads, bunched and stuffed areas. Lee
Brontecou constructed wire and metal
armatures and stretched canvas around it.
Materials:
An assortment of new and old materials as:
old pillow stuffing, builders insulation
materials, feathers, dacron batting, old
nylons, styrofoam, interfacing (pellon)
for stiffening. Select color-fast cloth
when possible, Dyed fabric has a tendency
to fade., If dyed fabric is used, try to
avoid direct sunlight on the project.
Patterns:
Enlarge paper patterns to true size of the
finished project. Allow five-eighths of an
inch for seam allowance. You may want to
construct the project in paper to see how
well it fits before cutting the fabric.
Armatures:
Certain projects may need armatures made of
wood, metal or additional padding for reiqf
forcement. You do not have to attach the
armatured sculptures to the wall., They can

be hung from the ceiling or set in the

middle of the floor.
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Reverse-Applique ( Molas )

This technique is multi-layered fabric cut

through layers and sewn back exposing the

colored layers underneath.

a)

b)

Mola History:

Molas are associated with the Cuna
Indians of the San Blas Islands located off the
Atlantic coast of Panama. This technique was a
highly developed form of folk art with subject
matter of fauna, sports, animal forms, legends,
everyday life activities and myths.

With the arrival of;, the missionaries,
the Indians were forced to dress more modestly.
The brightly colored molas were sewn together
to make a blouse. The motifs began changing to
cartoons, coke bottles and other Westernized
symbols as Mickey Mouse and Donald Duck.
Materials:

Medium-weight fabrics. Use either intense
colors or pastels. One layer of printed
fabric may be used. You also need thread,
needles, scissors, fabric glue, tailor's
chalk or a pencil.

Technique:

(1) Cut all fabrics to the same size and



(2)

(3)

(4)

(5)

(7)

(8)
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Hold layers together with long basting
stitches along the edges.
With tailor's chalk or pencil draw
the desired pattern on the top layer.
Cut through the various layers with a
sharp-pointed scissors until you reach
the desired color.
With thread and needle, turn the layers
of fabric under and do a small blind
stitch., See Illustration # 3.
Save the cut-out pieces and applique to
the surface layer of the mola. Decorative
stitchery can also be added.
Before starting the project, students
may want to work out the patterns in full
color with crayons or paint. Cut construc-
tion paper is also interesting.
For finishing touches, ribbon may be
added for the edges. Students may
want to keep their own individual molas

or combine them into class wallhangings.
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MACRAME :
A, OBJECTIVE:

1 To develop the student's response to shape,
linear value and textural possibilities
through the visual and tactile manipula-
tion of yarns, twine and ropes.

2 To develop hand-eye co-ordination in creat-
ing positive and negative creative open-
ings and patterns through macrame.

7 To realize the purposefulness of the
macrame in purely utilitarian ways.

4. To develop the student's skill in mastering
the basic macrame knots.

B. MATERIALS:

Assorted natural and synthetic cords and yarmns,

twines, raffia, jute, hemp, ribbon, sisal, lea-

ther, novelty yarns and cellophane.

ACCENT MATERIALS:

Feathers, shells, wooden and ceramic beads,

strips of burlap and cloth, dried flowers and

weeds, ribbon, cut brass, copper or aluminum,

cut pieces of leather.

HOLDING MOUNTS:

Hangers, a cyclone fence, holding cords, card-
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board with slits cut into the top, driftwood,

wooden dowels, tree branches, hoops, animal

bones, wheels, working tools as horse bits,
singletrees and yokes, shaped wire and wood
with holes drilled, ceramic shapes, plexiglass

and bamboo. See Illustration # 4.

llote: Many of the materials may be found within

the student's home or in nature itself. Stu-

dents should be encouraged to look within
their environments for supplies and ideas for
their projects.

PRELIMINARY PLANNING:

| Students must first learn the basic knots.
See Illustration # 5. Each student can make
a simple corrugated cardboard holding
mount approximately 9" x 12", Mount a
holding cord and Lark's Head four- one
yard cords onto it.

2 Demonstrate the ILark's Head, Square Knot
and Half Knot to the students. Hand out
sheets demonstrating all the anticipated
knots for mastery.

e Additional knots may be the Iorizontal and
Diagonal Double Half Hitch, Square ¥not

Button. Sgquare Knot Picot, Butterfly,
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Alternating Squre Knots, Wrappihg Knot.
See Illustration # 6.

4. Since it is necessary for the student to
be able to master knot tying, the teacher
may require a simple test of four knots
taken from the hand-out. Students may look
at the sheets while taking the test. The
test will be less threatening if the sheets
are allowed. Students should pass the test
before beginning the project.

F. BACKGROUND:

Knot tying has become so much a part
of people's lives that few think about ty-
ing a knot. Sarita R. Rainey gives a good
synopsis:

The origin of knotting and looping goes
back a long way. Primitive people used knots
for both utilitarian and decorative purposes:
to fasten materials to houses and boats; to
trap, harness, and train animals; to make
jewelry; to represent letters, to embellish

clothing, wallhangings and tapesteries; and
5 to make fringes.

Various professions require special
knots such as: climbing, fishing, sailing,
surgery, building and being a housewife.

Special ceremonial knots have been part of

3Sarita R. Rainey. Fiber Expressions
( Davis Publications, Worcester, Mass., 1979), p. 1.
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various cultures for thousands of years -
such as the Chinese and the Egyptians.
The ancient Peruvians perfected a know tying
system called "Quipu" knots. Vertical cords
tied to a two foot cord were knotted to re-
present messages. The closer the knot to
the holding cord, the more important the
message. The cords were colored: gold was a
yellow cord, red for war or danger and green
for grain. Quipu knots also represented a
decimal system for keeping track of necess-
ities such as gold, corn, grain and the popu-
lation. The lower knots were the one's, next
row up the ten's and so on similar to the
Chinese abacus.

The Reef or Hercules Knot was used by
Greek doctors to heal wounds quickly. The
Scandanavian "Canute" knot meaning "to knot"
was used as a method of birth control. Hope-
fully a last born son was named Canute and would
"tie the knot" but so far it remains unproveni

Fearful sailors sailing from Arabia
purchased '"wind knots'" from the Arabian

witches. These knots supposedly contained
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the wind to blow ships back to the shore.
Unfortunately, there is no evidence to
support the actual powers of the above
knots.4
Ge EXERCISE # 1-MACRAME FREE CHOICE:
wWny free choice?" Many students
have predefined ideas for their projects.
This also helps to prevent the monotony of
many similar projects. Suggestions of mac-
rame activities might be: plant hangers,
hanging shelves, lamps, hanging tables,
wallhangings, owls, clothing or jewelry.
There are many excellent macrame books
available in local arts and crafts stores
for under two dollars each.

The students may find an illustra-
tion of a project that he or she might want
to make. The recommended materials and
necessary supplies would be listed. These
books should not be used as -Ycrutches":
but as motivational books for creative
thought. Encourage the students to use the

book as a ‘Mspringboard" for their own ideas.

4 Joan Fisher. The Art of Macrame ( The
Canary Islands:.The Hamlyn Publishing Co., 1972 ),
pp. 6-11,
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Encourage students to change the pattern,
use their imagination and decorate their
projects.
EXERCISE # 2= MACRAME FROM SCRATCH:
HNote: The writer feels it is the responsibil-
ity of the teacher to teach the basic knots
to the student. Since macrame supplies are
expensive per student, it is felt the pur-
chase of the supplies is up to the student.
T For students not wishing to be influ-
enced by macrame books, suggest the
purchase of a five or ten pound ball
of jute. Let the student determine the
thickness of the jute. Students may want
one of the other materials referred to
in this chapter.
2 The cords need to be cut to seven times
the intended overall length.
5 Require the use of at lcast four knots.
4. Suggested excercises are the same as
Exercise # 1.
EXERCISE # 3-ADVANCED MACRAME:
For the student who feels more advanced and
requires more of a challenge, Sarita R.

Rainey suggests more interesting texture
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achieved through patterns:

1,
2
3.
4.
5.

6.

Alternating rows of square knots.
Even rows of square knots.,
Square knot sinnets criss-
crossed.

Square knot sinnets woven over
and under each other,
Tight-knot sinnets in contrast
to loose-knot sinnets.
Half-hitches in vertical,
horizontal, diagonal and curved
lines,

-

She also suggests making more use of space

as the cords representing the positive pat-

terns as opposed to the open areas which

can create creative spacing:

4.
S
6.

Knots of different kinds are
combined.

Knots are made in alternating or
even rows. °

Threads are grouped as solid
areas, single sinnets, tied,
wrapped, woven or fringed.

Cords and threads of different
weights and sizes are combined.
Threads are pulled in different
directions to create open spaces.
Materials unrelated to cords-
bamboo or metal cylinders, wood
or plastic shapes arescombined
to create new spaces.

For Exercise # %, a project more suitable

for mastering might be a wallhanging. There

should be a greater variance of materials,

accent embellishments and interesting hanging

mounts.,

Rainey, Fiber Expressions, pp. 6-7.




IITI. RUG HOOKING:
Al OBJECTIVES:

1 To develop the skills of pattern and
design adoptation in creative rug hooking.

2 To create interesting depth and tactile
sensations through length of loop and
an assortment of yarns.

o To teach the basic technigue of rug hook-
ing and finishing details.

B MATERIALS:

1e \Jooden stretcher bars or wooden frame,
2 Jurlap

3 Staple gun or hammer and tacks.

4. Punch needle

5e Medium and heavy weight yarns (found at

Tandycrafts, K-mart, arts and crafts shops
and stitchery supply stores)
6. Strips of cloth
Te Inexpensive cotton fabric for backing.
3e Leather strips
Tatex sizing, Rug Back glue (Tandycrafts)
or > water and } Flmer's glue to hold
loops in place.
Ce TECHNIQUR

1. Have students draw at least five color
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ideas for their rugs. They may use any
subject matter as long as it can be reduced
to a basic design. Limit the colors to six
if possible. Small areas of color can be
costly,
Students need to determine the size of the
finished project., 3' x 3' or 3' x 4' are
recommended sizes.
Yhen purchasing yarns, consider a skein of
cotton rug yarn will easily cover a nine inch
square. Purchase yarn accordingly. Keep all
sales receipts since most stores will take
back un-used yarn. To roll a skein: un-tie
one end, lay the open skein around the back
of a chair and wind it into a ball.
I1f using stretcher bars, make sure all
corners are attached at a 90 degree angle.
Insert the wooden pegs and glue in place.
The burlap should be a neutral color
or dark color. Stitch along the edge with a
sewing machine using a straight or zig-zag
stitch. Attach the burlap to the frame with
a staple gun or tacks., Staple from the centers

and work out to the sides,
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Try to keep the center taut.
Turn the burlaped frame to the back.
( wood side up ). Use a magic marker or
tailor's chalk and draw straight lines
next to the frame. This will be the outside
edge of your rug. Continue to draw an en-
larged version of your design on the burlap.
In hooking a rug, you work from the front
to the back. Thread the needle ( see Illus-
tration # 7 ), poke the needle through the
burlap, do not allow it to jerk as you pull
it carefully and a loop is formed. Do not
pull the needle out all the way or you will
pull out the loop. Work the needle in even
rows, working in the same direction all over
the rug. Read the directions for your rug
needle and practice before starting the
project.
Gluing: Remove the rug from the frame and
lay it flat on the floor covered with news-
papers. Select one of the following:
a) Use the Rug Back glue purchased from
Tandycrafts. Spread over the back with
a brush and allow to dry. Drying time
is twenty-four hours. The glue may feel

tacky yet it's dry.
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b) Apply Latex sizing the same way.
c) Or, you can choose to mix 3 water and

% glue (Elmer's). This method can be

used but it is messy and can stain

through the back to the front of the

rug.
After the glue has dried, cover the back with
a dark cotton fabric. Turn the cotton under
along the looped border. Stitch in place with
the blindstitch.
Hanging: Purchase a wooden or metal rod from a
local store. Buy matching accessories and rings.
Space the rings evenly along the top of the rug.
Clamp or sew the rings in place.
Note: Due to the amount of time spent on making
the rug, and the amount of money spent, it is
recommended that the rug be displayed on the

wall and not on the floor.

De. EXERCISES FOR RUGS:

L

Frames of wood covered with burlap should
not be smaller than 12" x 18", An assortment
of hooking, stitchery and applique can be
combined., The individual student's crea-

tivity is very important in this project.
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For this project, the burlap can be left
on the frame for display. Depending on the
amount of involvement, the student can change
the length of the loops, use strips of cloth

and leather as accents.

Note: Due to costs, the student can be asked
to furnish the frame and particular yarn
colors. The school could provide the remain-

der if the budget allows.
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IV, TIE=-DYE:
A, Tie-dye is the process of tying, folding,
wrapping or similar technigue of preventing
dye to permeate an area of fabric thereby
creating an interesting design and color
contrast between the white fabric and the dye.6
HISTORY :
Evidence shows that tie-dye dates back
to ancient Asia, spread to India, Malaysia
and across to Africa. Ceremonial robes were
found in the tombs belonging to the T'ang
Dynasty. The various regions have their own
distinetive designs and colors. This uniqueness
allows us to chart the origins and dates when
these tie-dyed pieces were made.
B. OBJECTIVES:
1a To develop an artistic sense of design
through controlled and accidental tie-dye.
2 To attempt experimentation with color dye
combinations. ( Refer to Illustration # 8.)
B To combine stitchery and other surface

embellishments for added decoration.

6 Meilach. Contemporary Batik and Tie-Dye,
pp. 179-268.
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TECHNIQUES:
1. Marbelizing
. Twisting

3. Spotting

4, Circular shapes

54 Gathering

6. Pleating

Refer to Illustration # 9 for further infor-

mation on the above.

Suggestion for marbelizing: Tie in objects

such as rocks, marbles, corks, rubber washers,

etc. Use string, rubber bands, thread and rope

for tying.

7 . Tritik: This is the method of sewing
through one or more layers of fabric.
By pulling tight on the thread, you
create pleats and folds. These pulled
patterns can be controlled or abstract.

8. Bleach-out: Burlap and man-made fabrics
can be dyed with bleach. Using layers
of newspaper on a flat surface undernea;h
the fabric, apply full strength with an
old brush, squeeze bottle or by dipping.
Many times fabric has been re-dyed by the

manufacturer. When bleaching occurs, other
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colors are revealed underneath the surface
color. Be sure to wear old clothes and use
rubber gloves. After drying, hang the
fabric so light can be seen through the
subtle variations of the bleached out
fabric,
Note: Not all fabrics will respond well
to bleaching. Test a small sample of the
cloth before buying in quantity. Avoid
getting bleach in eyes or direct contact
with your skin.

MATERIALS:

Te 100% white cotton or muclin

2e Cold water dyes

Je vats or buckets with sticks or wooden

spoons to stir

4, Thread and needle

De Scissors

O An iron

Te Any mnecessary supplies from the Technigue
Section

PROCEDURE @

Wash the cloth to remove the sizing.

2 Plan the design. Review the various
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techniques.

S Prepare the fabric according to the select-
ed technique. Tie, fold, stitch, or clamp
the fabric.

4, Dye the fabric to full strength of desired
color. Rinse the dyed fabric in clear water

until dye stops running.

5 Re-tie and re-dye fabric for subsequent
colors.,
6. When tie-dying is completed, untie the

layers and iron the cloth between layers
of newspaper until the color is set.
Use a cotton or linen setting on the iron.
SURFACE DECORATION TECHNIQUES:
1 Decorative stitchery and surface embellish-
ments.
2o Quilting.
EXFRCISES=DECORATIVE CLOTHING:
Have students cut simple patterns. Bring patterns
from home. One-size fits all patterns would be
handy. Suggest vests, shirts, skirts, scarfs and
other types of casual clothing.
EXBRCISES-TIE=DYE JEWELR
Cut paper mtterns. Quilting would help main-

tain the shape. Attach surface embellishments
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and decorative stitchery. Refer to Illustra-

tion # 10.

BXERCISES-WALLHANGINGS:

1s Sew together tie-dye squares of fabric
made by various students. You may want to
quilt these for added body. Add strips
of fabric and ribbon as trim.

2 a Combine dyed pieces with other patches
treated with other techniques: stitchery,
batik, rug hooking, etc. The wallhangings
can be a certain subject matter or total-

ly abstract.
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PRINTHMAKING 2

A,

OBJECTIVES:

T To challenge the student's imagination
with an assortment of printmaking tech-
nigques used alone or in combinations..

Zs I'or students to work with the reverse
image and solve technical problems within
the processes.

Je To acquaint art students witih the following
processes: linoleum prints, silk-screens,
and eraser prints.

ERASKR PRINTS:

1 MATERIALS:

a) Soft gum erasers ( rectangular shaped)

b) Scissors

c) A pencil

d) An x-acto knife

e) Water based inks or oil based inks.,.
0il based reguire turpentine for clean-
up.

) Purlap or cotton cloth

2 PRELIMINARY PLANNING:

a) Be sure each student has a gum eraser,
pencil and x-acto knife (if possible).

b) Cut assorted sizes of paper for practice.
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Cut cotton or burlap into assorted
sizges, 12" x 12" being the smallest.
Provide newspaper, paper towels and

turpentine if necessary.

TECHNIQUE :

a)

b)

Have students draw simple, large
patterns on all sides of the eraser

and ends with a pencil.

With a sharp pencil or an x-acto knife,
carve out the patterns leaving six

designs on the eraser. liote: Be gentle

with the carving since the eraser
crumbles easily.

Apply ink to one side of the eracer
with your finger tip or a paint brush.
( The student may want to practice

on paper before using cloth.) Care-
fully press the inked pattern onto the
cloth. By turning the eraser in diff-
erent directions and using all the
patterns and assorted inks, the designs
will vary greatly. Allow students to

exchange erasers and explore the medium.

BXCBRCISE I-ERASER PRINTS:
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After students have experimented on paper
with eraser prints, print on assorted
sizes of burlap. Encourage movement in
different directions and changing colored
inks. Use water based inks for this project.
Clean-up with water.
For final displaying of this project, stitch
the class burlap pieces together on a larger
piece of contrasting burlap. Sew with a zig-zag
stitch around all pieces., The class project can
be displayed on a banner.
EXFERCISE I1- UTILITARTAN FUNCTIONS:
Print on cotton cloth with oil based inks.
This technique can be used for printing
lengths of fabric for table cloths, nap-
kins, clothing, drapes or use your imag-
ination. The completed project must be
heat set.

ITeat Setting: Place the printed fabric

after it is dry between layers of news-
paper. Drying time can vary because of the
humidity. Using a hot iron (cotton or linen
setting) iron the fabric until no ink is

removed from the fabric. Change news-
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papers frequently, The fabric is now dry
cleanable.,
A quilted backing can be added to the back
of the cloth and an interesting pattern
can be machine or hand stitched through
all layers., Quilted pieces can be used on the

tables, clothing or wallhangings.

Coe LINOLEUM PRINTS:

1.

MATERTALS

a) Battleship linoleum

b) Water or oil based inks (turpentine)
¢) Linoleum cutting tools

d) x-acto knives

e) Corrugated cardboard

f) Magic markers and pencils

2) Assorted types of paper and 100% cotton
cloth (washed)

PRELIMINARY PLANNING :

a) Decide on the project.

b) Stress simplicity of design. The image
will be printed in reverse (opposite
direction). Beware of words, letters,
numbers, etc.

c) Some linoleum can be purchased mounted

on a wooden backing. This type is more
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expensive and is usually only in small
sizes. ( 3" x 4" ). The alternative is
to locate a local distributor of battle-
ship linoleum and buy large pieces ( 6' x
12' ). Cut the large pieces with an x-acto
knife on the floor. Watch cutting the floor
underneath. This method affords more varied
sizes for the students.
If the student wants to use more than one
color for printing, cut a piece of corru-
gated cardboard to the same size as the
linoleum. From one piece of cardboard,
cut the pieces and glue to other cardboard.

Use cardboard boxes cut to size.

TECHNIQUE:

a)

b)

c)

d)

‘nlarge the pattern to fit the piece of
linoleum and cardboard,

Transfer the design with carbon paper

to all pieces.

Reduce the color scheme to three or four
colors. The linoleum should print half of
the color. The cardboard will print

in the remaining negative areas.

After tracing the pattern on to the
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linoleum, color the area for printing
with a magic marker. Any marker color
will do. |
Repeat tracing the pattern on to the re-
maining cardboard. For the linoleum,
cut the unmarked areas with linoleum
cutting tools. Always cut away from the
body. Keep your hands free behind the tool.
Tools can be sharpened with a whet stone
treated with motor oil.
Cut out the cardboard colors with x-acto
knives always cutting away from your
free hand.
When printing, determine the colors of
paper and fabric for printing. Limit
students to 5 to 8 prints. Allow a 2"
border around the printed area.
Printing: Apply ink to a piece of plastic,
glass or the counter top(in a well used
classroom.) Roll the brayer through the
ink and roll over the cardboard. Place the
inked cardboard down on to the center of
the paper or fabric. Lightly mark the area
with a pencil. This will provide proper

placement of any subsequent colors .
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Turn the cardboard and paper over carefully.
Using a wooden spoon, press the ink on to
the paper by carefully rubbing the back of
the printed piece. See Illustration # 11,
bach day print only one color. Allow a drying
period.Staple the prints by the corner on to a
cleared bulletin board or hang on a clothesline
or use a drying rack. When printing the second
color, etc., use the registration pencil marks.
This takes a lot of the guess work out of print-
making. After two days of printing with card-

board (two colors), print your linoleum (third

color).

Clean-up: Yor water based inks, use water with
sponges and paper towels for cleaning. Sponge
clean the linoleum. Wipe excess ink off the

cardboard. Do not wet the cardboard. For all

0il based inks use turpentine. You will also
notice that the oil based inks leave a shiny
surface on the paper. The water based inks
leave a very matte finish to the printed
surface.

Recommendations for fabric printing:

Use o0il based inks or fabric inks or dyes

when using cloth. Heat set the fabric as in



55

eraser prints. The fabric is now dry cleanable
for wearing.

4. EXFRCISE I-A BANNER:
Cut out the linoleum as described above. Each
student prints on a uniform size of cotton.
After printing is completed, these pieces may
be guilted or sewn together as they are. Poss-
ibly sew a ribbon around each print and sew a
co-ordinating border around the entire project.

5. EXERCISE II- CLOTHING:
Cut linoleum as described above, Have students
select a simple pattern vest, skirt or shirt
or similar article of clothing’. Decide if an
over all design is needed or only a center
piece panel. Several students may want to use
their prints together as one pattern.

D. SILK SCREEN:
1. BACKGROUND:

In modern silk screen printing a
stencil bearing the design to bhe. reproduced is
adheared to or formed upon a screen of silk.
The stencil blocks up (closes up) the meshes
of silk in some areas, leaving other areas open.
When ink is drawn across the screen with a
squeegee it is forced through the open areas
of the stencil and deposited onto the print-
ing surface to form a facsmile of the original
design. This printing process is generally
known as the Silk Screen Process because s}lk
was the original cloth used in the screen.

Screen Process Supplies. Inko Silk Screen Print-
ing Materials and Techniques. ( Oakland, Ca.: Screen
Process Supply Manufacturing Co., 1971). p. B.
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Due to the current costs of silk it is no
longer affordable for classroom use. There are
excellent polyester films available in shops
selling fine art supplies. Speedball products
seem to be reasonably priced for the screens
and inks.

Since 1900 people have used the current
method of silk screening. In 1907 the first
patent was issued in England. Fventually it was
patented in San Francisco in 1915. Today silk
screening is a thriving industry all over the
world. It is seen on clothing, posters, fur-
niture, wallpapers, etc.

MATERIALS ¢
a) A prepared screen with polyester fabric.
b) Wabric inks (flaz-Dar dyes or Speedball

fabric inks) Turpentine for all oil based inks.,

c) Crayons

d) LePage's Glue

e) Brown craft tape

f) A soueegee

) 100% cotton cloth or T-shirts for printing.
FPRELIMINARY PLAWNING:

a) Students need to plan a design with three

or four colors.
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D) Prepare the silk screens: Use new fabric
for each screen.that has several colors in
the fabric. Attach the screen with tacks
or the Speedball method (instructions with
the screen),

c) Use brown craft tape at least one inch in on
the inside and the outside of the screen.
Cover all exposed wood.

d) The approved design should be enlarged to
fit the open fabric of the screen.

e) Use a flat surface area, have plenty of news-
paper, turpentine and rags available.

TEHCHHNIOUE ¢

a) Prepare the color pattern to fit the open
area of the screen.

b) Determine the first color for printing.

TLay the picture under the screen. Using
sharp pointed crayons,.color the first color
on the inside of the screcen.

c) In a baby food jar mix % parts TePage's
glue to 1 part water. Cut thin picces of
cardboard into 1" x 2% strips. Tilt the
screen and pour a small amount of this

L

ligquid on the scrcen. Reapply the glue if

‘&)

neccessary. IFor tiny oven areas, apply Scotch
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tape to the back of the screen.
After the glue is dry, use a clean cloth
with turpentine on it to remove the crayon.
Work from the inside of the screen. This
opens up areas of the screen for printing.
When ready for printing, be sure the fabric
will always be printed within the same area.
Mark the board underneath with pencil marks
or taped cardboard pieces to keep the
registration consistent. If your silk screen
has hinges, this helps for proper registration.
Lay the fabric within the marked area under
the screen. Lower the screen. With a spoon
or popsicle stick stir the ink and spread it
over the taped area of the inside of the screen.
Pull the squeegee and ink down over the
screen. Repeat this one more time if necessary.
Put the squeegee down and lift the screen.
The fabric should print where desired.
Print as many prints as desired. Hang these
prints up to dry. Do not re-print until the
previous color is dry.
Take the screen, squeegee and spoon to the
sink and clean thoroughly with water. If

an oil based ink is used, first clean with
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turpentine then clean the glue out of the

screen with water. For subsequent colors,

repeat the above process per color. Allow

fabric to dry between screenings.

i) Yeat set fthe colors once the full picture

screened.,
e FXERCISE I-=-SILK SCREEN:
511k screen t-shirts as a fundraiser or allow

students to make their own t-shirt patterns.

AT
3

B BXFERCISY IT=-SILK SCRIT

v Print designs on light weight fabrics as gauze

is

and let the students make kites. Use dowel rods

and string bought at a hobby shop. Use a paver

kite for the pattern.

TATYST @

e BACRCISY III-SILK SCREEI:

5ilk screen fabric for clothing: vests, shirts,

(=]

own natterns. Allow five-eights of an inch for

seam allowance,
8. NARRCISEK 1V=SILK SCRERI @

Print a large wallhanging made up of all the

student's silk screens. Refer to the Linolecum

Printing Section,

G DITIONAL IDEAS FOR PRINTHAKING :

¢

skirts or Jjewelry. Have students prepare their

a) Tear vieces of paper and lay them under tne
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silk screen on top of the fabric. Use the paper to
block the ink, Print in this way with water based
inks. This method can give an interesting abstract
pattern.
Use regular stencil paper , or salvage the stencil
paper from the school office and cut a stencil
with an x-acto knife. Paper can be laid in a
cardboard box with the sides cut down to a two
inch heighth. Lay the stencil on the paper and
1se the squeegee for printing , or use a stencil
brush ( purchased at a hobby shop).
Experiment with combining eraser prints, linolecum
printing and silk screening together for some
interesting results. You might want to include
some potato or carrot printing for accent

areas of your pattern.
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INFKO DYES:

BACKGROUND:

Inko dyes are a very enjoyable process
which challenges the student's ablility to de-
sign in color,., Inko dyes can be purchased from:
Inko Screen Process Supplies Manufacturing Co.,
1199 Fast 12th Street
Oakland, California 94606
When received, these dyes are packaged as a
liquid in brown plastic bottles. They are water
so0luble for easy cleaning. Vhen painted with a
brush on the fabric, they appear to be light
and extremely thin .of color. However, when
exposed to direct sunlight, there is a chemical
reaction and very vivid colors develop before
your eyes. Teachers and students are very
intrigued by this process. Fortunately, the Inko
peoble have written a very comprehensive book
covering all their products and is free upon

requcst.

1« An assortment of Inko dyes
2 e 100°5 cotton cloth
e issorted paint brushes

4 A water container and paper towels
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Newspaper

The Sun

Note: Students have done this project in the

Winter as long as the Sun is present.

ADVANCED PREPARATIOCN:

T Have students prepare several ideas which
are colorful using markers, crayons or
paints.

2. Cut the fabric to size and allow a 2" border.

3 Spread the working area with newspaper.

4. Have water containers and brushes ready.

5. Students can work indoors and take their
work out to dry or try a shaded area to
work in outdoors.

TECHNIQUE:

1 Have final color idea approved.

25 Clear a working area indoors or outdoors.

3 Have water containers and brushes ready.

4, Place newspaper under the work area.

5. Paint the dye directly onto the cloth.

Wash out the brushes thoroughly before
re-use. The dyes will run and give a
watercolor effect. Colors can be mixed as

yellow painted over orange to produce a gold.
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Students should know the color wheel.

See Illustration # 12.

N
Ll

Upon completion of the painting, allow the
fabric to dry thoroughly. Stones or bricks
should be used to hold down the cloth.
BXERCIG I-INKO DYES:

Have the students make a wallhanging for the class-
room. Fiece together individual patterns or do all
vwork on one large mural.

EXERCISK II-INKO DYES:

lMake a wallhanging and to further enhance it
incorporate the batik method, quilting, stitch-
ery and surface embellishments.,

BXoRCISKE III-INKO DYES:

Design a pattern for clothing, a toy or jewelry.
llake a pattern out of paper and allow a seam
allowance.,

FIJIISHING TOUCHES FOR INKO TRWATED FABRICS:

is in all dye treated fabric, heat set the

dyed cloth, Dry clean the cloth if it is intended

for clothing.
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WEAVING :

A

BACKGROUND:

Weaving appears to be a natural skill
to evolve with Man. Originally he probably
wove a few strands together with his fingers.
kventually he experimented- lifted a few
warp strands, introduced the weft, and dis-
covered an ability to weave intricate patterns.
Through further experimentation with the weft,
he developed more sophistication in design.

The first weaving materials were
probably hairs from animals to make clothing.
Animal skins were used as insulation on the
floors of crude shelters. Plant fibers were
used to make the homes and were also woven
into hammocks. Clothing was not only insulation
but probably a show of power demonstrating
great skill in hunting. Eventually, other types
of materials served a more practical use for
woven clothing.

Twining is an old weaving technique
where rushes along a river were twined to-
gether to catch fish, This twining technique

is still used in current day fishing nets.
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Basketry, another ancient technique, is
traced back to prehistoric times. The woven
reeds were packed with clay which was dried.

This blocked any holes in the basket. Today
this same method is still used in Africa.

It was thought that the first loom
was fibers stretched between two stakes in the
ground. Cloth was woven for tents and floor
coverings. There are still parts of the world
where this type of shelter is still uéed today.

The 01ld Testament mentions three types of
weavers: the weavers of plain weaves, the weavers
of multicolor materials and the mart weavers"
who embroidered figures on fabrics for clothing
and curtains.

The ancient Egyptians apparently mastered
intricate dying techniques, Mummies wrapped in
these cloths have been found and intricate
tapestries are known to exist., Archaelogists
have found a remarkable similarity between
the weavings of the ancient Egyptians and Per-
uvians,

In North America the Pucblo Indians

wove with cotton. The weaving technique event-
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vally declined but was revived by the Navajos
who wove in wool. Today the Navajo rugs are
considered great works of art. The weaver
creates her own patterns. When asked the
meaning of the symbols you may not be told.
The rug is elevated to a spiritual or " good
luck " status. You would be fortunate to own

a wool Navajo rug.

David B. Van Dommelen, Professor of Art
Education at Penn State University wrote an
interesting article on weaving. Allow the writer

to share this:

Learning about designt is a constant
struggle for the artist and the beginning stu-
dent or craftsperson. Good design does not
come easily. It is important for the teacher
to establish an environment within the classroom
or studio which presents an opportunity for the
learning student to experiment and begin to
establish design and craftsmanship standards...
The teacher can introduce historical culture
backgrounds, set up the constraints of the
process, oversee certain creative steps in
making a weaving through the process and the
materials, and in general set the stage for
learning. After that, the student must have
the inspiration and motivation to climb ahead,
and through self-discovery find the answers
to his and her creative needs.,

There are many different ways to weave

which do not necessarily entail having a large

# David B. Van Dommelen. On Weaving: Past to
Present to Idea. (School Arts, Volume 79, No. 3,.Nov.
1979), p. 29.
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floor loom within the classroom.

B. VARIOUS LOOMS:

1.

Cardboard Loom: Use corrugated cardboard

( boxes ). These cardboard looms can be
in any size or shape. You cut notches
evenly spaced along the top and the bot-
tom of the cardboard. There should be a
notch directly opposite each notch. Tie a
large knot in one end of the warp ( yarn
attached to the loom ) and wrap the warp
around the loom through the opposite
notch moving over once each time. Dee
Illustration # 13%.

This method can be used for circ-
ular handbags, woven jewelry, clothing, and
any other article requiring an odd shaped
loom.

sStretcher frame looms: Wooden looms can

be made of picture frames, any scrap
pieces of soft wood or stretcher bars
purchased at an art shop. Attach the
corners so they are sturdy. With a saw
cut notches in the top and the bottom
or evenly hammer nails in these areas.
For notched looms warp as for cardboard.

For nailed looms wrap the warp around
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the nail. See Illustration # 14.

A tree branch can also be woven
upon. The woven form can be left on the
branch for eventual hanging. See Illus-
tration # 14.

Burlap weaving: Burlap can be cut into

assorted pieces. Students can draw the
threads through the burlap creating open,
loose and more interesting patterns. See
Illustration # 14.

Other types of looms:

a) Weave on chicken wire.

b) Weave on pot holder looms. Many
students seem to have these kits
at home,

Hoop weaving: There are an assortment of

hoops available. The simplest is the bamboo

hoop which is pre-drilled with holes at
regular intervals around the hoop. Tie
the warp around one opening and continue
the warp through the additional openings
with the warp threaded through a large
eyed needle.,

An oak or metal hoop can first be

wrapped with a cord all around the hoop.
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Refer to the Macrame Section. Or, instead
of wrapping, the student can Lark's Head
a cord around the hoop. This method leaves a
small loop in the center of each knot that will
allow a needle to be forced through it and
you can now warp the hoop. See Illustration
# 15,
WEAVING MATERIALS:
Cellophane, nylon hose, string, yarn, thick
and thin wool (or polyester, nylon, or
cotton), tissue paper, sea shells, twine,
pipe cleaners, mylar strips, ribbon, bamboo

strips, bark, strips of fabric, feathers, etc.
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BATTIK

A,

OBJECTIVES:

1. For students to work with an uncon-
trollable medium in order to create
imaginative results.

2 To explore techniques of working with
wax in a clear state and mixed with
color.

5. To experiment with batik techniques
of wax with cold water dyes, wax with
inko dyes and melted wax crayons.

HISTORY OF BATIK:

Batik is a method of working with
melted wax and colored dyes on cotton fabric.
lany people associate batiks with the conti-
nent of Asia. Dona Z. Meilach has written
a very comprehensive book on batik called

Contemporary Batik and Tie—Dye.9 Her theory

is that the batik method spread across Asia
to Malaysia. Today many specialty stores
feature clothing and household goods which
are batiked in India.

Java and Bali became most highly

Meilach. Contemporary Batik and Tie-Dye,
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accomplished in this process. In the thir-
teenth century batik was a pastime for
fine ladies. Motifs and colors were character-
istic of certain important families. These
batiks were hand painted. Through the cen-
turies as trade and export developed, Oriental
batiks made their way to England. Eventually,
after considerable experimentation, the pat-
terns and techniques of the Oriental batiks
were mechanized. Today most batiks are mass
produced.,

Ce BATIK INSPIRATIONS:

Working with hot wax and dyes is
within itself an inspiration. Students un-
familiar with this method need more stimu-
lation. The following are some subject
matter which might help:

1. Geometric shapes
2e Primitive artifacts
3 Nature studies
4. Haikus and other forms of poetry
De BATIK TECHNIQUES-WAX AND DYE:
1. MATERIALS:
a) White candles or paraffin and beeswax

b) 100% white cotton (washed)
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Assorted tjanting tools
A heating element for melting wax like
a deep fat fryer or electric skillet
An iron
llewspaper
Rubber gloves
Several cold water dyes

Metal or plastic buckets

TECHNIQUE ¢

a)

b)

c)

Have a design approved by the teacher.
Cut the fabric to size and allow a

two inch border.

In the melting container, combine
paraffin and beeswax to a 50/50

ratio. More paraffin causes a more

crackling effect.

The tjanting tool comes in an assortment

of sizes. Dip the tjanting tool into
melted wax and drip over the cloth.
The wax can be controlled to an extent
and should be practiced in advance.,

Be sure to use several layers of news-
paper under the cotton material. You

can also use several different sized
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I,

brushes. Do not use good brushes since
they will be ruined for further use.
Prepare buckets of cold water dyes.

The parts of the cloth not covered

with wax will absorb the dyes, the
remainder will resist it. Follow all
directions on the dye package. A brand
called Hi-Dye which is a permanent dye
can be found in local arts and crafts
stores. Powder Rit Dye or liquid dyes
can be found in grocery or drug stores.
Have rubber gloves and stirring sticks
( wooden spoons or sticks ) available.
Allow the cloth to remain in the dye
until the proper color strength is
achieved. Remove from the bucket when
the dyed color is reached and rinse
until the water runs clear. Hang the
cloth up to dry.

Reapply the wax to areas of the cloth to
remain in the first dye color. This
area will now resist the next dye color.
Prepare a new dye color and follow
directions in # e of this section.

You will notice that the unprotected
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parts of the cotton will blend into new
color combinations much like a water color
painting. Continue the re-waxing and re-

dying until the full color is achieved.

h) After the final drying, place the cotton

between layers of newspaper. Place the iron
on a cotton or linen setting. Iron the cotton
between the layers of newspaper. The wax
melts quickly so keep changing out the
newspaper. Continue this procedure until all
wax is removed. If the cloth is intended

for clothing or use as drapes or on other

fabrics be sure to have it dry cleaned.

Fe BATTK THCHNIQUE-WAX AND INKO Dilk:

1.

2e

Apply wax as in above process.

Inko dye is spread with various sized brushes.
Be sure that the brushes and water containers
are kept clean. Refer to the Inko Dye Section

of this handbook for further information on the

Inko Dye Process.

MATERIALS @

a) Assorted Inko dyes

b) Brushes and water containers
c) liewspaper

d) 100% white cotton cloth ( wash to remove



H

sizing )
e) Paraffin and beeswax with melting container
) An iron
£) The Sun

llote: This method is'much simpler than the cold

wvater dye method. Also, it can be done outside.

The early Fall or Spring is a good time to try

this process. Be sure there is plenty of Sun.

BATIK TECHNIQUE:

1e MATERTIALS:

a)

b)

c)
d)

(¢
~—~

Lots of broken crayons (store old broken
crayons in a box during the year ).

Use a wax melter which can be purchased
in some art shops or national distribu-
tors. Check catalogues of large art
merchandizers. Another method is to use
a hot plate with a water filled pan.
Within this pan of water is also a muf-
fin pan containing the crayons. As the
water boils, the crayons begin to melt.
Use Q-tips to apply the crayon to the
cotton cloth. Add paraffin or beeswax to
the melting crayon.

1003 white cotton cloth (wash first)
Vewapaper and paper towels

Cold water dyes and needed supplies for
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this process. Refer to previous sections.

TECHNIQUE :

a) Melt the crayons. Refer to Materials
Section for various ways.

b) Draw the pattern on the white cottbn with a
pencil., I.ay several layers of newspaper
under the cloth before applying the crayon.

c)  Apply the melted crayon to the cloth with a
Q-tip and spread over the cloth. Hold a paper
towel under the Q-tip as you carry it across
the cloth to avoid dripping.

d) After all the melted wax has been applied,
crinkle up the cloth and place in the dye
bath.

e) Leave the fabric in the dye bath for at least
thirty minutes. When the color strength is
achieved, rinse the cloth in cold water
until the water runs clear,

PROJECTS=FABKRCISE I-WALLHANGINGS:

Students may design their own wallhangings

or make a class project. Stitch together the batiked

pieces and bind with seam tape or ribbon. You may

also add trapunto, stitchery and quilting to the

surface.

PROJECT 5=FXERCISE II-CLOTHING :

/in overall pattern can be created or an
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individual pattern can be designed. Be sure to
dry clean the fabric. 'You may want to try a simple
pattern as the lMacedonian Shirt Pattern. See Illus-
tration # 16,
PROJECTS-EXERCISE III-SOFT SCULPTURE:

Design a paper pattern in advance. Know
your color scheme and over-all appearance of the
intended sculpture. Prepare your fabric. Certain
parts may be pieced together.Stitch together the
completed work by hand or machine. Remember to add
extra surface decoration if applicable.

FINISHING TOUCHES FOR BATIK:

T4 Hand and/or machine stitch.
2 Quilting.
5o Addition of felt and other fabrics with applique.

% e Cutting apart and reassembling the batiked
material as a patchwork quilt.

D Add embellishments as ribbons, beads, etc.
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ILLUSTRATION I-BASIC STITCHES

T ra BLANKET or
RUNNI