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Qipao & Frog Closures 
 

Wing Tang SHEUNG, Ming Wah PO 

 

 

Two skills/demonstrations will be taught during this single 

class. (1) QIPAO. A rare opportunity to see a 

demonstration by a master craftsman at work as this is a 

dying craft, lost and replaced by ready-to-wear qipao, 

mass produced on the mainland and perhaps with zips up 

the back. Qipao Master Sheung will demonstrate the 

making of a couture qipao. From taking measurements to 

initial fitting, he will mark the design pattern onto the 

fabric with his powder-bag (a unique tool). To see the 

traditional techniques how he play with his scissors, iron, 

needle and thread. With simple manipulation of the fabric, 

he creates body hugging contours.(2) FROGS. The 

Mandarin buttons, “huaniu”, are always found in pairs of 

knotted buttons and loops which are stitched to fasten the 

collar and the front flap of qipao and robe. We will exhibit 

these handcrafted “huaniu” with traditional motifs. Master 

Po will unveil the making of the Mandarin buttons. 

Participants will learn how to make the classical Chinese 

eternal knot using age old techniques, from preparation of 

materials to a finished product.  

 

Artists 

WING TANG SHEUNG. In 1959, Master Sheung came to 

Hong Kong at twelve. He learned the trade from the 

Shanghai master tailors. During the first three years, 

Sheung recalled, he had to do everything in the shop 

e.g.brewing tea, mopping floor etc. you had to watch and 

learn and work extra hard on your own. Mr. Sheung has 

spent almost 50 years in the trade, so he has seen the 

prime time of the traditional Chinese dress. In the past 14 

years, he take up a teaching chair. He enjoy sharing the 

traditional skill with his students. He always says, “Bring 

questions to the class, you gain the truth back home.” 

Nowadays people look for efficiency, but he insist that 

qipao have to be custom made. 

 

MIN WAH PO. Master Po Ming Wah likes to hear people 

called her “Wah Zhe”, she is one of the very few still 

working at this traditional knotting craft. As the eldest 

child in the family, she started as an apprentice at the 

early age of thirteen. Her father was a qipao master so she 

was trained by the workshop owner‟s wife who specialized 

in fancy flower buttons which adorned the garments. This 

trade, like many others in those days, was strictly passed 

unto the next generation and not to the outsiders. She was 

fortunate to be an exception to the rule. As a working 

mother, she started working from home. Her work is 

commissioned by various tailors and workshops.
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Traditional Shibori: Te-gumo + bound resist 
 

Hiroshi MURASE 

 

SUZUSAN Representative 

Aichi  Prefecture Shibori  industry Association :director 

World Shibori Network: Vice-Secretary-General, E-mail：suzusan@japan-net.ne.jp 

 

 

Summary 

HIROSHI MURASE. A respected shibori artisan and 

enterprising designer with more than 40 years 

experience in the textile field (4th generation textile 

family). Born into a family of shibori stencil pattern 

making artisans in the traditional shibori production 

center of Arimatsu/ Narumi in Nagoya city, MURASE is 

well versed in a wide rage of techniques. He has been 

teaching shibori from local kindergarten children to 

international accomplished artists in U.K., Laos, 

Australia, Germany, Italy, etc. President and lead 

designer of Suzusan, a Japanese manufacturer of refined 

textiles with a branch in Dusseldorf (est 2008). 

 

1. Basic technique 

Te-gumo means hand + spider web. It is one of the 

original techniques that Arimatsu Narumi villagers 

produced over 400 years ago. It is based on the basic 

binding of cloth but with the use of a simple metal hook. 

In this way, cloth can be pleated regularly to effect 

radiating lines of a spider web or to vary the amount 

bound areas so as to achieve a greater number of 

variations in patterns such as umbrella, stone wall, etc. 

There will be a display of vintage shibori kimonos for 

reference and inspiration. 

 

1.1. Basic technique #1 

Te-gumo Shibori 

 

2. Equipment 

 Teaching Material :Cotton  

  

3. Examples 

 

 
 

 
 

 

Authors 

 

Career： 

 1971 began to work as shibori artisan at SUZUSAN 

 1977 became managing director of SUZUSAN 

 2001 established SHIBORI DOT COM ARIMATSU, and 

became officer 

 

Official post： 

 Shibori Association Aichi, Director 

mailto:suzusan@japan-net.ne.jp
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 WORLD SHIBORI NETWORK, Vice-Secretary-General 

 Economy & Industrial Department of Midland Japan, 

Project Chief  

 SHIBORI Committee in EXPO, Secretary General 

 Arimatsu-Shibori Matsuri Association, Vice-Chairman 

 

Adress 

 1-19, Makiyama, Okehazama, Arimatsu, Midori-ku, 

Nagoya, aichi, 

 458 0911, Japan 

 

TEL&FAX：＋81-(0) 52-623-3412 

Mobile：+81-(0)90-3301-8696 

 

E-mail：suzusan@japan-net.ne.jp 

URL：http://www.suzusan-shibori.com 

 

  

mailto:suzusan@japan-net.ne.jp
http://www.suzusan-shibori.com/
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Traditional Souzhou Embroidery 

 
Xue-Fang LIANGa 

 

Email: liangxuefang@vip.163.com 

 

 

Summary 综述 

Su Xiu (苏绣) — Suzhou embroidery is crafted in areas 

around Suzhou, Jiangsu Province, having a history 

dating back 2,000 years. It is famous for its beautiful 

patterns, elegant colors, variety of stitches, and 

consummate craftsmanship. Its stitching is meticulously 

skillful, coloration subtle and refined. Suzhou artists are 

able to use more than 40 needlework and a 1,000 

different types of threads to make embroidery, typically 

with nature and environment themes such as flowers, 

birds, animals and even gardens on a piece of cloth. 

 

4. Basic technique 基本工艺技术 

A rare subset is Su double-sided embroidery which 

requires ultimate skill and artistry. The front and back of 

the piece may have different designs, but the ends are 

not knotted but woven in so the back can't be 

distinguished. 

 

5. Equipment 所需设备及工具 

Binding thread, fabric and a metal hook. 

 

6. Examples 成品小样  

 

 

 

《清奇古怪》在“从洛桑到北京”第六届国际纤维艺术双年展上 

 

 

创作过程： 

 

 
 

描稿 

 

mailto:liangxuefang@vip.163.com
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刺绣 

 

 
 

装裱 

 

创作简介： 

 “清奇古怪”系苏州光福司徒庙内四株古柏，迄今已有近两千

年历史，传为东汉大司徒邓禹所植，曾遭雷击，大难不死，或挺

立，或虬曲，或卧地，蔚为奇观，乾隆赐名“清奇古怪”。 

清奇古怪历经千年风霜而仍顽强生存的坚韧气质令人感动

和震撼，梁雪芳一直都在关注这四株古树，并记录着它们的生活

状态，想以此为题材进行创作。恰逢苏州工艺美术职业技术学院

的王和平老师对清奇古怪也深有感触，于是两人一同搜集素材，

联合创作了作品初稿。其中打印稿子时出现了误差，只打出了“奇”

的形象，却意外发现其身劈两半却仍屹立不倒的姿态正好表达了

想要表达的精神，于是这被截取的半幅画面成为作品的最终绣稿。 

作品的底料采用特制尺幅的、绵密的本白色素绉缎，绣线则

采用色泽古朴温润的蚕丝线，以衬托出古柏的虬劲和沧桑。采用

了散套针、虚实针、乱针等多种针法，以线条的粗细、疏密、长

短、以及交叉角度的大小，根据古柏蜿蜒屈曲的生长肌理来安排

线条的走向，根据古柏在光线下的不同色彩来安排丝线的明暗、

冷暖、鲜灰等以体现其光泽感、层次感、空间感、韵律感。这就

充分地展示出了刺绣有别于其他艺术形式的“针味”特质美。 

整部作品由梁雪芳的刺绣创作团队耗时近 1000 天绣制完成，

若折合成一个人的工时则达三年多之久。 

作品摒弃以往镶框装玻璃的形式，直面观者，人们能更清晰

地看到刺绣的肌理，触摸到刺绣的质感，感受到作品的震撼力。 

清奇古怪已化身为民族精神的象征，作者运用刺绣方式对其

进行了完美诠释，它在展示古柏精神的同时也在不断沉淀出刺绣

自身的艺术魅力。 

 

作者信息 

 
Liang Xuefang‟s Embroidery Studio is founded by, arts 

and crafts master, Lady Liang Xuefang. The studio is a 

professional team engaged in embroidery design, 

manufacture, display and sales. The Studio has an 

excellent reputation in the embroidery industry. The 

embroidery works created by Liangxuefang‟s 

Embroidery Studio won many prizes in many major 

international and domestic exhibitions in the past years. 

Its embroideries are used as gifts to help cultural 

exchanges with foreign countries and also make a 

significant contribution to promoting the national 

culture.  
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Machine Technology as 21st Century Craft 
 

Geneviève DION 
 

Drexel University, Antoinette Westphal College of Media arts and design,  

Fashion Product & Design& Merchandising Department, gdion@drexel.edu 

 

 

Machine Knitting worshop 

 Over the last ten years, computerised knitting systems 

have shown great promise for the production and mass 

customisation of seamless garments and objects, as well 

as wearable technology. This type of knitting equipment 

has the ability and advantage to mass-produce as 

needed while also developing knit architecture that 

integrates a wide range of specialized yarns and explores 

potential for modular production. In class, explore the 

creative use of computer knitting machines using 

state-of-the-art models to 

design a final object Models to be used: Stoll CMS 822; 

Shima Seiki SE122-s; Ses123RT. Demonstration of the 

Shima Seiki SDS-one APEX Design System and 

explanation of the concept of Shima Seiki 

WHOLEGARMENT(R) knitwear. Students will use the 

Shima Seiki knitting machine to see how complex 

structures are knitted on the machine. Students will 

design a simple structure to be knitted. 

 

GENEVIEVE DION - Extensive background in bespoke 

clothing and industrial design, Assistant Professor and 

Program Director of Fashion Design at Drexel University, 

Antoinette Westphal College of Media Arts & Design. 

Dion‟s research focuses on the investigation of novel 

processes that allow the metamorphosis of planar 

materials into unique three-dimensional forms, and 

explores the potential for modular and flexible 

production and mass customisation; from shibori 

moulding of the cloth, to steel laser cutting and folding, 

to design, programming and development of knit 

architecture. In 2009, Dion obtained a AWCOMAD 

synergy grant to collaborate with Dr. Yury Gogotsi of the 

A.J. Drexel Nanotechnology Institute from the 

Department of Materials Science and Engineering at 

Drexel to pursue research on Wearable Technology. 

Additionally, Dion‟ shibori work on permanently pleated 

silk is 

in the permanent collections of the Victoria and Albert 

museum in London (2003) and the DeYoung Museum in 

San Francisco (2010). www.gdion.com   

mailto:gdion@drexel.edu
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Creating Colorful Figurative Fabric 
 

Wen-Ying HUANG 

 

Associate professor, Tainan National University of the Arts, Graduate Institute of Applied Arts  

66, Daci, Guantian, Tainan city, Taiwan 72045  

Email: wynhuang@mail.tnnua.edu.tw 

 

 

Summary 

This workshop will focus on creating weave structures by 

dobby software “Weavepoint” and design Jacquard 

weaving file on Photoshop®. The workshop will start by 

demonstration and then attendants will design their own 

files. If there is enough time attendants can use AVL 

dobby loom to try their weave structures and weave their 

Jacquard files on TC-1 Jacquard hand loom. During this 

workshop we will explore damask, shade weaving and 

the effects of two wefts (two shuttles) weave structures. 

 

1. Theme 

1.1. Creating weave structures in Weavepoint® and 

Photoshop® 

 

1.2. Editing images for Jacquard weaving 

 

 

1.3. Preparing Jacquard weaving files 

 

 

The demonstration will start with creating weave 

structures in dobby software. To familiar with the 

function of weaving draft and export weaves to 

Photoshop® for further use.  

Both repeated pattern and photo images are used for 

design. When the Jacquard weaving files are finished, 

attendants will weave them on the TC-1 hand loom. They 

may use dobby loom to test their basic or fancy weaves. 

Through hand weaving attendants can get better 

understanding of Jacquard weaving.  

 

2. Software 

2.1. Weavepoint® 

For preparing weave structures and connecting to AVL 

dobby loom for actual weaving.  

 

2.2. Photoshop® 

Versions from 7.0 to CS4 are suitable for preparing 

weave structures, images and Jacquard files. 

 

3. Hand looms 

3.1. AVL Compu-Dobby loom  

 

3.2. TC-1, Jacquard hand loom 

 

4. Samples 

From images to woven textile:  

 

 

 

 

 

  

(a) Design image (b) Jacquard weaving file 

Shade weaving 

(c) Design is woven 

   

(d) Design image (e) Jacquard weaving file (f) Design is woven 
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(g) Jacquard weaving file, two 

shuttles compound weave. 

(h) Two-weft compound weave is 

woven 

(i) Example of two shuttles 

compound weave. 

References  

 

Schlein, Alice, & Zeik, Bhakti (2006). The Woven Pixel: 

Designing for Jacquard and Dobby Looms Using 

Photoshop®. Greenville, SC: Bridgewater Press. 

 

Schlein, Alice (2010). The Liftplan Connection. 

Greenville, SC: Alice Schlein. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Instructor 

 

 
Wen-Ying Huang is a fiber artist who lives and works in 

Taiwan and currently is Associate professor at Graduate 

Institute of Applied Arts, Tainan National University of 

the Arts, Tainan, Taiwan. She has MFA from Cranbrook 

Academy of Art, Michigan, USA in 1993. She has been 

using computer Jacquard hand weaving as a form of 

art-making since 2001. Her woven works have been 

shown in Taiwan, China, United States, Canada and 

Europe. 
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“B” is for Beautiful Beads and Bracelets: Wool Felting and Resist 
 

Jorie JOHNSON 
 

Joi Rae Textiles, 1-186 Yogorocho, Momoyama, Fushimi-ku, Kyoto, Japan, JJ@JoiRae.com 

 

 

 

Bead Pendants, Bangle Bracelets: 

Felting and Resist 

1. Introduction 

 

 

B is for Beautiful Beads and Bracelets ! 

Delve into the simpler possibilities of the feltmaking 

medium in co-ordination with elementary Shibori resistsd 

witness the transformation of shape and color that   

processes provide. While under the conditions of an acid 

dye bath, the colorful, solid wool forms will deepen in color 

and shift their shape under the pressure of the resist. 

Enjoy a few hours to explore the contemporary expression 

of color and wool. 

 

  

2.        Feltmaking 

 

Traditional feltmaking has a long and varied history 

across Central Asia. It has proven through centuries to 

be equally suited for personal shelters and shields 

against sub-degree winter weather, like western 

Mongolian Altai Mountain yurts, carpets, and boots to 

contemporary applications in fashion found in the major 

capitols of the western world for clothing, hats, and body 

accessories. Even human hair is felted to produce the 

famous Jamaican dreadlocks style. The manipulation of 

the wool fiber into a seamless, three-dimensional, 

non-structured object like a large pendant bead or 

bangle bracelet will be your introduction into the 

amazing world of contemporary feltmaking. 

 

2.1 Stage 1: Making a solid object 

Working with just our hands as our tools, and using a 

medium to fine dyed wool, we will tightly roll up a 

number of cloud-like layers of core wool to form a basic 

ball shape for the bead. Repeated wetting with felting 

solution (hot water with a drop of shampoo added to 

form an alkali solution) after several layers to avoid the 

dry spongey wool from popping open. After the exact 

amount of weighed out core wool has been used up, you 

can cover this form with some extra layers of dyed 

colored wool or tightly wrap and secure some exciting 

knitting yarn around the bead. 

 

2.2 Stage 2: Shrinking 

 

Wet the ball well with felting solution (hot water with a 

little shampoo added to form an alkali solution) wipe 

your palms with a bar of soap and begin to lightly apply a 

circular movement and roll the ball/bead between your 

palms. Work with extremely light pressure at the start to 

produce a tighten “skin” around the bead. After a couple 

of minutes pinch the surface to see if the fibers are 

starting to entangle. Once the bed starts to shrink apply 

more pressure and think that you want the form to 

shrink towards the center of the bead making a 

semi-dense ball. As the bed hardens you can start to roll 

it on the table table causing it to elongate and become a 

log or barrel shape.  Make sure the surface is well felted 

but do not make the bead too hard because when want 

some spring left in it so that during the dyeing process 

the form will change shape under the pressure of the 

resist rubber bands and the heat of the dye pot. 

 

 

3. Shibori for solid felt objects and the use of 

after-dyeing techniques for shape transformation 

 

There are many ways to enhance the color, surface 

patterning and three-dimensional form of an object such 

as a bead through various traditional Shibori tie-dying 

methods and tools. We can create additional patterning, 

manipulate deeper dimensions to the surface, over-dye 

in light washes or effectively erase design areas of the 

accessory. 

 

3.1 Shaped-dyeing 

 

One approach is to design a colorful pendant or bracelet 

to be after-dyed by wrapping with rubber bands and then 

semi- or totally submersing it in a darker shade of dye, 

thus erasing some color while reserving areas being 

wrapped. Partial submersion will offer the dyer a chance 

to control gradation of color from that of the original 

bead to a deeper shade of the dye bath color. 

 

3.2 Acid dye percentage requirements 

 

Normally, one weighs the wool, yarn, or fabric to be dyed 

and multiplies the weight by a percentage of depth of 

shade. When over-dying colorful beads we choose a 

depth of dye shade darker than the strongest colors  

used for the last outside decorative layer. This maybe 

somewhere from 1% for bright, clear colors up to 5-6% 

for deeper colors and black. Please note that this is a 

very dense item to dye and that although it may be for 

example, a group of 10 beads weighing 8 g each, totaling 

80 grams, to be dyed at 2% W.O.G. (weight of goods) 

actually we will only need a portion of that because the 

dye particles cannot penetrate to the very center of the 

bead. In fact, if you cut open the bead after dying you 

will find just a shallow ring around the perimeter with the 

majority of the core fiber still the original color. Go 

sparingly with the dye powder at first to test the 

necessary amounts. 

 

3.3 Wrapping shapes 

 

As the the theme of the conference is Technology 

Shaped by Creativity we should promote the conditions 

under which shapes change and research the capabilities 

that the dye bath offers the feltmaker. Consider that the 

item in the dye pot will go through an extreme condition 

change due to the heat of the acid dye bath, the 

continuous stirring and agitation that the wool bead or 

bangle will be affected by. 

 

If compared to a visit to the hairdresser, you will realize 

that the conditions for undergoing a hair “perm” is quite 

similar to that of our dye bath.  Applying an acid 

solution to the wrapped wool and subjecting it to heat 

and duration of the dye bath causes the memory of the 

protein wool fiber to change shape. The finer the fiber 

and the tighter the wrapped resist around a 

semi-hardened form will result in a greater shift in 

shape. 

 

3.4 Resist wrapping tools 

 

Purchase rubber bands which are short but thick because 

as you stretch the band around the bead the width will 

narrow. A too narrow band will result in a feeble resist. 
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You will find a fork helpful in evenly distributing the 

tightly wrapped band. Try using two different widths of 

rubber bands, but remember a shorter band is easier to 

manipulate. It is hard to wrap polyester cords around 

such objects so look for locking electrical cord pulls and 

other possible resist tools to enhance your design. 

 

3.5 Dye procedure 

 

Follow the directions posted on the dye manufacturer's 

website or the package itself. Use caution in all aspects 

of the dyeing procedure. Remember, if you are in a hurry, 

do not dye! 

 

4. Rinsing 

 

The wrapped and dyed bead or bracelet should be rinsed 

very well, with attention paid to getting all the residual 

dye out of the surface. Once, well rinsed the excessive 

moisture should be spun or wrung out in a towel and be 

reshaped into the final form. Carefully remove the 

rubber bands after washing to maintain the ridges 

formed by the pressure of the bands. Leave to dry 

thoroughly as it is difficult to run a cord through a wet 

bead. 

 

5. Finishing 

 

Find a nice cord that coordinates with the size of the bead. 

There are coated linen cords that come in many colors 

and thicknesses. Using an upholstery needle with a large 

eye, pull the slippery cord carefully through the center of 

the round bead or through the top area of an oblong 

bead. Glue glass seed beads in coordinating colors to the 

ends of the cord for a final finishing touch. 

 

 
Figure 1. Shibori-dyed pendant beads 

 

 

Figure 2. Shibori-dyed string of beads 

 

Figure3. Shibori-dyed felt cord and  bead with wooden 

bead core 

 
Figure 4. Shibori-dyed industrial felt strips 

 
Figure 5. Shibori-dyed bangle bracelets 

 

References 

 

Tourtillot, S. & Johnson, J. &...(2002). Making Beautiful 

Beads: Glass, Metal, Polymer Clay, Fiber. USA:Lark 

Books. Print 

Johnson, J. (2006). Feltmaking & Wool Magic. USA: 
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Author 

 
Jorie Johnson is recognized internationally as a leader in 

the area of hand feltmaking and has exhibited her work 

in numerous solo and group exhibitions. Born into a 

Boston wool merchant‟s household, she studied textile 

design at the Rhode Island School of Design (RISD) and 

KOTO in Finland, where she also interned with 

Marimekko. The English edition of her popular book, 

Feltmaking and Wool Magic (Japan: Seigensha, „99, 

Estonia: Tormikiri „09, USA: Kindle „10) was published by 

Quarry Books in 2006.  Johnson‟s work has been 

featured in textile periodicals and publications worldwide, 

including Artwear: Fashion and Anti-fashion (Thames & 

Hudson „05), 500 Felt Objects (Lark Books „11), Shuttle, 

Spindle, and Dyepot; and the Surface Design Journal, 

and is held in numerous collections, including those of 

the Victoria & Albert Museum, San Francisco Museums 

de Young, Smithsonian Cooper-Hewitt National Design 

Museum, Bank of America (Fleet Bank), NUNO 

Corporation, and The Kawashima Orimono Co. Textile 

School. A part-time lecturer at Kyoto University of Art 

and Design, Tama University of Art, Touhouku University 

of Art & Design and other institutions in Japan, Johnson 

has lectured and lead workshops at universities and 

conferences in the U.S., Europe, Australia, New Zealand 

and Asia. Her Kyoto-based studio, Joi Rae Textiles, 

produces limited-edition body wear, accessories, and 

works for home interiors. 
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Heat Transfer: “Plasticity + Printing: Dye Sublimation Printing on Polyester” 
 

Ana Lisa HEDSTROM 
 

California artist , hedstorms @ earthlink.net 

 

summary 

Create permanent pleats and shapes for use in clothing 

and art textiles! Using digitally printed transfer paper, 

we will transfer solid colors and printed shibori patterns 

from scanned fabric to a variety of poly substrates: 

organza, crepe, poly felt. With itajime folds, mokume 

shibori stitching, and arashi pleats we will create 

textured bundles which will be flattened and heat set in 

the press. We will also learn how to make our own 

transfer paper with disperse dye, and experiment with 

collage effects, stencil and found object resists, and 

making mono-prints. Designing with these textiles will 

be part of classroom discussion.

 

 

 
 

 
 

Artist 

Ana Lisa Hedstrom is known for her signature textiles 

based on contemporary adaptations of shibori.  Her 

clothing designs and art textiles are included in the 

collections of major museums including the Cooper 

Hewitt and the Museum of Art and Design in NY.  She 

has exhibited internationally and has taught and lectured 

at  numerous international conferences and schools.  

Her work has been frequently published  including 

Memory On Cloth by Yoshiko Wada,  Contemporary Art 

Quilt by Kate Lenkowsky and Makers  by Janet Koplos. 

She has received two National Endowment of The Arts 

grants and was elected to be a fellow of the American 

Craft Council. 
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Laser Engraving 
 

Guoxiang YUANa 
 

aHong Kong, China, Institute of Textiles and Clothing, The Hong Kong Polytechnic University,  

Email: vogue@126.com  

 

 

Summary 

Laser engraving, referred to as a computer-aided design 

process, has been applied in textiles and fashion design. 

This technique can create unique appearance on the 

surface of textiles without chemical application as an 

environmentally friendly finishing. By using a computer 

and the Photoshop software, various patterns can be 

engraved through laser beam scanning. Different kinds 

of fabrics such as cotton, polyester, rayon and wool can 

be treated for design.  

 

7. Basic technique 

Laser engraving is a type of surface treatment in which 

laser beams interact with fibers and thermally overload 

the material surface to modify its visual appearance. This 

method is accomplished by mechanisms such as melting, 

evaporation of material, thermal decomposition or 

changing the surface roughness. After laser engraving, 

different results can be achieved, such as slight burning, 

transformation of pigments, and ablation of material 

surfaces (Paschotta, 2008). 

 

In this project, the engraving uses a CO2 laser. It is a 

kind of gas laser which emits light at a wavelength of 

10.6 µm in the far infrared region of the electromagnetic 

spectrum. 

 

The laser engraving system requires different 

components, such as laser beam generation, beam 

delivery, work piece positioning and auxiliary devices, for 

the engraving (Chryssolouris, 1991). A basic laser 

machine system is shown in Figure 1. 

 

 
Figure 1. Components of a laser machining system.  

(Source: Chryssolouris, 1991) 

 

The figure shows that the system includes CO2 used for 

beam generation with a set of lens to direct and focus the 

laser beam onto the work piece with some auxiliary 

devices. The materials to be engraved are placed on the 

treatment table and the laser beams are transmitted and 

moved for the engraving in different directions. 

 

8. Equipment 

In this workshop, laser engraving is carried out by using 

a GFK Marcatex FLEXI-150, a commercially designed 

pulsed CO2 laser machine (Eurotrend Group, Spain) 

coupled to a computer-controlled table under controlled 

atmospheric conditions. The applied software used is 

Easymark® 2009. 

 

9. Examples 

Patterns can be used in a number of ways to create 

intricate and diverse images and these are created by 

using a computer with graphic software. As evident from 

the results, different patterns can be directly designed as 

shown in Figure 2. 

 

   
Figure 2. Patterns designed by using a computer with graphic software. 

 

After the patterns were designed, the fabrics were placed on a laser treatment table for engraving after confirming design 

position and size. The results in Figure 3 show that laser can create diverse patterns on different fabrics. 
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Figure 3. Laser engraved results. 

 

4. Discussion and conclusion 

In this workshop, denim fabric and patterns (jpeg format) 

will be provided for the laser engraving demonstration. 

Participators are encouraged to prepare their own 

patterns (jpeg format) and bring own denim garments or 

accessories for laser engraving design practice. After the 

practices in the workshop, some new design images can 

be achieved based on some basic design methods using 

laser engraving technique. 
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Abstract  

From the three types of tannins naturally occuring in 

plants ( gallic tannins, ellagitannins and catechines), the 

ellagitannins offer to the dyer the largest range of shades 

for creative purpose on cotton fabric. Some ellagitannins 

from Terminalia sp fruits ( myrobolam), and Punica 

granatum fruit (pomegranate rind)  can be used as 

mordant dyes to obtain patterns of various shades on 

cotton, by printing mordants first,  then by dyeing the 

so printed piece in a tannin bath: Using this method,  

different colors will be obtained in only one dye bath. The 

four mordents used in this workshop are: ferrous 

acetate, aluminum acetate, a mix of the latter,  and 

potassium titanyl oxalate. The mordants are thickened 

with tragacanth gum and printed with polystyrene 

blocks, then the fabric is dried, and the mordants are 

fixed in a chalk bath(or a wheat bran bath, as an 

alternative). Then, the fabric is dyed in a tannin bath: 

The obtained shades, in the myrobolan bath as well as in 

the pomegranate bath are: black, dull yellow, khali, and 

orange. Sampling with various propostions of each 

mordent and mix of mordent will help to find the right 

proportion according to the dyestuff which is used. 

 

submitted to the xenotest, some of these colors have 

been found fairly fast to light, while some other have not 

been analyzed yet. The harmony of these shades 

altogether can be appreciated for creative purpose.  

 

1.     Introduction 

Plants containing Tannins are very common allover the 

world. The most remarkable tannin plants, according to 

their composition ratio, are traditionally  used for the 

preparation of leather and to dye textiles. By  reaction 

with the traditional aluminous and ferrous mordants, 

they give attractive shades. 

 

Generally speaking, for the dyer, there are three kinds of 

tannins: 

 

Gallic tannins, or colorless tannins are mainly used to fix 

some metallic salts on the fabric in order to give to the 

fibers a good affinity for most of coloring matters from 

plants. When associated with ferrous salts, the gallic 

tannins are converted onto grey to black dyes, very 

popular in numerous traditions of the world 

Ellagic tannins, or “yellow tannins, are used for the same 

purpose (example: tannins from myrobolam are   used 

in India to print the mordents on the cotton fiber), but 

they also react strongly with ferrous salts to give 

brownish black shades, or grays. With Al and Fe mixed 

mordents, the ellagitannins may give some khaki shades 

 

Catechic tannins , or “red tannins” doesn‟t react strongly 

with metallic salts, but fix by themselves on cellulosic 

fibers, and give brownish shades when correctly oxidized 

( by exposure of the dyed piece to the sun, or by 

chemical means) 

 

Some other metallic salts, as potassium titanyl oxalate 

give also attractive shades with gallic and ellagic 

tannins: Effectively, some interesting orange colors can 

be done  by the association of these tannins with 

titanium salts. During this course, some experiments will 

be proposed to the students with ellagitannins from 

myrobolan and from pomegranate rind, In order to 

obtain various shades in one piece of fabric, using only 

one dye bath. 

 

By printing ferrous, aluminous and titanium salts on a 

piece of cotton, some  brownish yellows, some kaki, 

some black or gray and orange shades will be obtained 

simultaneously on the piece by a subsequent dye in a 

tannin decoction. 

 

2.    Methodology 

 

Material and ingredients 

Myrobolan extract is obtained from SVRD company (Le 

Havre, France), while pomegranate rind comes from 

local market and will probably be available  in Hong 

Kong.Ferrous sulphate, alum, and potassium titanyl 

oxalate, sodium acetate, tragacanth gum, clay ( 

Kaolinite), calcium carbonate ( chalk) and wheat bran 

comes from French suppliers. 

 

The blocks for printing mordents are made from 

polystyrene covered with velvet plastic adhesive ( from 

the French company Venilia) 

 

3      Techniques and Processes  

preparation of the mordents 

Prepare 4 glass pots containing 200ml of cold water 

 

In pot A, add 10g of ferrous sulphate + 10g of sodium 

acetate + 3 grams of tragacanth gum. 

 

In pot B, add 10g of alum + 10g of sodium acetate + 

3grams of tragacanth gum. 

 

In pot C, add 5g of ferrous sulphate + 10g of alum + 15g 

of sodium acetate, + 3grams of tragacanth gum 

In pot D, add 10g of potassium titanyl oxalate, + 3grams 

of tragacanth gum. 

 

Stir well to avoid lumps in the preparation. 

 

In order to facilitate the study of possibilities with various 

tannin plants, these four generic mordents (1) are 

diluted as follow: The concentrated ferrous mordent A is 

diluted with half part of a tragacanth gum preparation ( 

3grams for  200ml of water): this first dilution is A1, 

then a dilution of A1 will give A2, then diluting again A2, 

we obtain a third dilution  called here A3. In order to test 

an other mix of Al and Fe mordent, I suggest also to mix 

half mordant B ( concentrated al mordent) and half 

ferrous mordent A3. We obtain then 8 mordents which 

will give 8 different shades wuth any kind of mordent 

dyestuff, including ellagitannins (2), by printing them 

first with polystyrene blocks, then by dipping the piece in 

a tannin bath.In order to test various plants, We can 

prepare several lines of 8 mordents, then cut the piece . 

 

 
1 2 

About the preparation of polystyrene blocks. Some 

Polystyrene sheet of 2cm thickness is covered with 
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velvet adhesive (3), then cut with a blade, in order to do 

some simple and easy made blocks (4). 

 

 
3                         4 

4   Cautions for printing the mordants and 

subsequent treatment (drying and fixing 

process) 

 

Apply each mordant on a polystyrene block with a brush 

and press the block on the fabric, then, when all the 

mordents are applied, dry carefully, and soak the printed 

fabric in a preparation of chalk ( CaCO3), prepared with  

20gr of chalk per litre), then rinse (5 and 6) 

 

 
5   6 

 

5       Preparation of the dye  

 

Bath Nr1: the myrobolam extract is diluted in warm 

water (about 20% of the weight of the fabric), and the 

pieces are soaked in this bath, during 1/2hour, 

increasing gently the temperature until 80°. Then the 

fabric is rinsed and washed . 

Bath Nr2: the pomegranate rind is boiled during 

1/2hour, then, the solution is filtered, some cols water is 

added in order to get a 40°celsius solution and the pieces 

are soaked in this bath, during 1/2hour, increasing 

gently the temperature until 80°. Then the fabric is 

rinced and washed (7) 

 

6        results 

 

 
7 

 

From left to right: Titanium mordent; Aluminum 

mordent; mix of Al mordent and diluted ferrous 

mordent; Mix of concentrated Al and concentrated Fe 

mordent; Concentrated Fe mordent; First dilution of Fe 

mordent; second dilution of Fe mordent; Third dilution of 

Fe mordent. 

Observation: the myrobolam dyed sample (above) and 

the pomegranate rind sample ( below),  give similar 

shades, characteristic of ellagitannins. 

 

In order to create a printed pattern with tannins, these 

samples may help to choose which mordent will be use. 

For the next example,  four mordents have been 

selected, and printed on a piece of cotton, then the piece 

have been dyed as previously in the myrobolam bath ( Ti 

mordent, Al mordent, Mix of Al and diluted Fe ( Third 

dilution), and diluted Fe.(8) The same shades are 

obtained 

 

 
 

7     Discussion 

This method doesn‟t need a big amount of mordants, and 

the pollution is minuted by the use and fixation of the 

mordants until the last drop. During the fixing process, 

just a tiny part of these mordants is wasted and thrown 

away. 

 

Overall, the exploration of the resources of your 

environment may help you to discover some other 

attractive tannin plants for your art: Some wastes from 

the forest and from any wood transformation ( barks, 

saw dust.) will give some attractive results as well. 
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Abstrac 

All over the world, natural indigo is considered as the 

most interesting  blue dye  from plants , used for  very 

popular  textile creations, including tie and dye, batik 

and shibori. Most of the time, the quick preparations of 

the indigo vats is ensured by the addition of some 

chemical ingredients as sodium dithionite or thiourea 

dioxide to ensure the correct reduction of the pigment. 

On the other hand, the traditional indigo vat, obtained by 

the fermentation of organic matters, is sometimes 

considered as confidential,   too slow, or difficult to 

maintain during several months.  

 

An alternative to these vats is presented here, consisting 

on quick organic vats for medium-scale productions.  

 

In order to be successful with these natural vats, during 

this one day workshop, some of the most efficient 

ingredients have been selected here: the  basic 

component used here  is Calcium hydroxide ( Ca(OH)2, 

called “calx”), and  the reducing process is ensured by  

natural sugar from fruits  ( fructose and glucose) or fruit 

juices, and/or  various decoctions of plants containing 

flavonoïds or quinonic components, such as henna 

leaves( Lawsonia inermis) or madder roots (rubia 

tinctorum). These matters are recommended here as 

supplies both efficient, non polluting and easy to find. 

The right parameters to prepare these vats are detailed 

in this course, while the non polluting character of such 

vats and the quality of the so obtained dyes are 

discussed here. The ecological point of view will be 

commented during this course. 

 

In order to realize some white designs on a blue 

background, or various shades of blue dyes on a same 

piece, the fabrication of a specific resist paste will be 

presented, made of Arabic gum and natural clay (Illite). 

Otherwise, this practice is attractive because it allows 

the subsequent inclusion of mordant dyes from various 

plants, together with indigo blue, in order to create 

polychromatic effects on a same piece of textile 

 

Introduction 

Travelling in various countries in Europe, Asia and North 

America, the author discovered a large range of 

possibilities to prepare natural indigo vats 

 

Indigo is a “vat dye” 

 

Generally speaking, vat dye extracts are prepared with 

basic components and reducing agents 

 

In order to dye natural textiles with indigo, the pigment 

non soluble by itself in ordinary water must be put in 

suspension in water, while the solution of this dye will be 

ensured by the addition of a basic component together 

with a reducing agent. For industrial purposes, the base 

is generally NaOH (Caustic soda), or some weakly basic 

soda salts as NaCO3 (sodium Carbonate), while the 

reducing agents are sodium dithionite or thiourea 

dioxide.  

 

These vats are promptly prepared and efficient However, 

the ingredients, considered as polluting and/or noxious 

agents may be replaced as follows: the calcium 

hydroxide (Ca(OH)2 ) will be used in this course for its 

basic properties, while some  natural organic 

antioxidant matters, as sugars from fruits , flavonoïds 

and quinonic components from dye plants (Henna 

leaves), can be used for a satisfying reduction of the 

indigo pigment. Such vats are prepared with one part of 

indigo, (by weight), two parts of calx (Ca(OH)2) and 

three parts of organic reducing agents. The use of dried 

leaves of henna, or crystallized fructose allows the choice 

of these proportions, while the use of fruit juices or 

boiled fruit wastes requires a bigger amount of vegetal 

substances. To be successful with such vats, depending 

on the type of textile you intend to dye, he crucial point is 

to get the right pH: Use pH paper to control the pH. To 

dye wool, the suited pH is between 9 and 10; silk may ne 

dyed between 9 and 11; cotton must be dyed at pH 11 to 

12. For example, the pH of a 2g/l indigo vat is about 11. 

If necessary, in order to increase the pH, add a small 

amount of lime. For this course, we will be focused on 

cellulosic fibers. 

 

The introduction of the ingredients in water must be 

done carefully, avoiding to introduce an excess of air in 

the vat 

 

In these vats, for the best results, a 15mn dip is suitable, 

which may be followed by another dip after 15m of 

oxidization of the piece to the air: dip the piece of fabric. 

After 15mn, press it and rinse immediately in cold water, 

then hang it for 15mn before another dip , if a dark color 

is suited. 

 

Discovering the most important demand from craftsmen 

and small companies concerning a non expensive and 

safe method to prepare the indigo vats, by using, if 

possible local products, I was looking for a simple 

process allowing some adaptations to the local 

conditions and materials. Realizing that a lot of plants 

are actually studied as good antioxidants, I decided to 

try to use them as reducing agents, in order  to prepare 

some safe indigo vats. Numerous assays have been 

tried, allowing some attractive and efficient results. For 

this course, some small vats will be prepared, but the 

scale-up is even possible, by keeping exactly the same 

ratio and proportions of ingredients. 

 

Methodology  

 

Ingredients: 

a- For the  preparation of  the indigo vats:  

The indigo pigment comes from Maiwa Handprints 

company ( Vancouver, Canada). It is produced in India,  

from indigofera tinctoria. 

 

The Calcium Hydroxyde is produced in France (Apt), 

from burned calcareous stones. 

 

The henna leaves come from cultivated lawsonia inermis 

plants in Morocco. 

 

Fructose sugar has been bought in France, in a diet shop, 

while some pomegranate fruits has been bought in 

Provence and may be available as well in Hong Kong; 

b- For the  preparation of  the resist paste: 

magnesium sulfate drom a technical grade 

comes from a local supplier for agriculture, 

whinegreen clay ( Illite), comes  from a diet 

shop in Provence, Arabic gum from acacia 
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nilotica Have been  bought at Emiga Company, 

in the city of Gardanne, France. 

Material: Thermometer, pH paper Mercx 1 to 14 pH; 

ordinary hot water, plastic buckets, stainless steel pot ( 

to heat the water), glass pots, brushes. 

 

Method:  Two vats will be prepared as follows: 

Techniques and processes 

 

Preparation of the indigo pigment 

We need powdered indigo, water, glass marbles and a 

plastic box (1). The powdered indigo pigment is crushed 

into a polyethylene flask with ordinary glass marbles ( 

bought in a toys store): fill half of the pot with marbles, 

add the indigo (2). Add some water (3), in order to cover 

the marbles (not more), then close the pot and shake it 

strongly during a couple of minutes (4): the indigo will be 

efficiently crushed and hydrated by this method. For vat 

1, this liquid is added to the hot water in first, while for 

vat 2, the indigo liquid is added to the filtered decoction 

of fruit 

 

 

1                                2 

   
             3                              4 

 

The henna vat 

We need, by weight, One part of indigo pigment, two 

parts of calx ( Ca(OH)2 and Three parts of powdered 

henna leaves. ( 5). Fill the 2 liters glass pot  with boiling 

water, then add the hydrated indigo ( 6), then add 30g of 

powdered henna leaves (7),  stirring gently, then add 

20g of powdered calx (8). Then stir gently (9), until the 

surface will take the appearance of copper, and some 

blue bubbles will appear at the center (10).Wait for 15 

mn before testing the vat. Fore example, here, I did test 

the henna vat with a simple resist (11 to 13), by 

immersion. In fact, I must tell you that this vat will be 

much efficient after 24 hours. To dye printed resist 

pieces, allow the vat to cool (until the temperature 

reaches about 20° Celsius, or at room remperature) 

before dipping the resist printed pieces 

 
6                    7                     8                    9                 10 

 
5                               11                   12                   13 

 

The fruit vat:  

For a ten liters bucket: boil some peeled pomegranate 

fruits (5 to 10 fruits)   during 15mn and fill the bucket 

with the filtered juice. (Some other seasonal fruits such 

as bananas, pears, or any sweet fruit are available as 

well) Add the hydrated indigo powder, then add the calx, 

stir gently and wait for 15mn before dyeing the cotton 

samples by immersion; allow the vat to cool  ( until the 

temperature reaches about 20° Celsius) before dipping 

the resist printed pieces 

The resist paste: Ingredients: Dissolve first 

theMagnesium sulfate (MgSO4), then, the Arabic gum, 

then the clay ( Illite) (14). In 200ml of cold water, 

dissolve first 20g of magnesium sulfate, (15) then add 

40g of powdered Arabic gum (16) , and stir carefully to 

avoid lumps,  then add 40g of powdered clay. This resist 

can be used promptly, but it is much better after 24 

hours. 
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14                             15                 16                  17 

 

Apply this paste with a brush, allow drying carefully, and 

dipping in the indigo vat during 2 to 3 minutes, then 

wash with ordinary water to remove the paste. After 

drying it is possible to apply some resist paste again, in 

order to get various shades of blue together on a same 

sample. 

Using the resist paste on cotton fabric, and dyeing 

in the henna vat. 

 

 
18                         19                        20                    21 

  
22                       23                    24                        25 

   

When totally dried, the piece may be locally covered 

again with the resist paste, and dyed again 

 

Discussions and conclusions 

These vats may be kept for a long time, by controlling 

the pH. They are convenient for small to medium size 

workshops, and can be prepared in 300l to 1000l pots if 

required. In case of necessity to throw them away, they 

don‟t pollute, because the calcium hydroxide will be soon 

converted onto neutral calcium carbonate, when 

exposed to the air. The organic matters are easily bio 

degradable. The obtained shades are attractive and 

convenient for textile creativity. Some dyed samples in 

such vats have been submitted to xenotest, and the 

results have been found fairly good. 
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1. Introduction 

 

The difference between a stiff, brimmed hat and a supple 

sexy beret is like that of the main course and dessert. The 

finer quality of felt, shape and drape that a beret requires 

merits special attention. 

 

We will design a beret which will have embedded 

Shibori-dyed fabric in its' surface, as well as, approach the 

design by over-dying upon completion to enhance (or 

erase) the preliminary design motif. Consider clamped 

dip-dye, shade over-dyeing of partial design or surface 

embellishment by wrapped areas of shaped-dyeing with 

simple and effective Shibori techniques as part of the 

general design process. We will also include inlay 

techniques of dyed fabrics such as organza, chiffon or 

cotton gauze and yarns. 

 

Well fulled, nicely shaped, and uniquely dyed head toppers 

will be our goal. 

 

2.   Felt making 

 

Traditional felt making has a long and varied history. It has 

proven through centuries to be equally suited for personal 

shelters and shields against sub-degree winter weather, 

like western Mongolian Altai Mountain yurts, carpets, and 

boots to contemporary applications in fashion found in the 

major capitols of the world for clothing and body 

accessories, including hats and berets. Equally attractive 

and comfortable for men, women and children the 

manipulation of the wool fiber into a seamless 

three-dimensional non-structured “object,” or beret will be 

our departure point. 

 

2.1 Seamless objects in felt making 

 

After calculating the desired finished size of the beret we 

will start by making the requisite individual resist template 

pattern 30-40 percent larger than the desired finished size 

and shape. During the process wool fiber will be placed on 

both sides of the resist template which will keep the upper 

and lower fabrics from joining together but allow the 

overlapping wool around the perimeter to connect thus 

developing a hollow object. 

 

2.2 Motif layering 

 

During the preparation process of the design we start by 

placing the motif patterns in reverse order from the final 

image of the work, that is by commencing to place the 

finest details, such as baby mohair novelty yarn, down 

first, followed by Shibori-dyed fabrics, and finally areas of 

colored wool on top, while considering the over all 360 

degrees of design of a beret. 

 

 

2.3 Base wool 

 

Once the design layers have been completed on both sides 

of the template the next stage of placing layers of base 

wool begins. To achieve the fine and supple fabric we 

need, one must place even and consistent layers of 

weighed Merino wool, in perpendicular directions, on both 

sides of the resist, wetting well the layers before flipping 

the resist over to continue on the opposite side. Where the 

wool crosses over each other around the edges of the 

perimeter of the resist is where the two-dimensional resist, 

when removed from the slightly massaged 

“ballon-shaped” beret produces its' three-dimensional 

form. 

 

Approximately 50-60 grams of Merino (quality count of 

64s -80s) wool will be used and laid down in eight equal 

layers per side. It is recommended to divide this into two 

steps. First, place four perpendicular layers to the edges of 

the resist template, wet well and carefully flip over; pull 

and fold over the underside wool onto the top of the  

template; then, place down the first four layers on this 

reverse side. Repeat with four more layers on each side. 

  

 
Figure 1. Wetted base wool covering both sides of the 

beret template with the design elements concealed inside 

 

2.4 Shrinking and fulling processing 

 

Application of an alkaline solution (or acid in the case of 

industry production) such as a shampoo and warm water 

(40-50 degrees C.) opens up the minute scales of the 

cuticles which cover the surface of the fibers. It also wets 

and relaxes the fibers so that when slight agitation is 

applied, in the form of hand massage and further by rolling 

the beret around a rod enclosed in a cotton sheet, it causes 

the fibers to advance and catch upon one another thus 

causing the so-called shrinking of the mass. 

 

Once the fibers have entangled into a substantial fabric 

around the template a hole is cut on one side and the 

template is removed.   

 

Just as equal application of wool fiber is important so is the 

initial stage of the fulling process. The use of a timer is 

helpful in determining that equal rubbing time on both 

sides of the template has been reached. Start with lightly 

rubbing the surface and slowly adding more pressure as 

the surface tightens. Pinch the surface occasionally to see 

if the wool is gathering into a substantial fabric. 10-15 

minutes per side with careful rubbing of the entire surface 

and edges should be enough. 

 

Further fulling of the soft beret is necessary after the 

template has been removed as this is when the strength of 

the fabric develops. Usually 30-40 percent of shrinkage is 

required to entangle the fine fibers into a durable fabric. At 

the same time the wool is migrating under the applied 

pressure and friction, the fine fibers pass through the silk 

fabric, and entangle in the novelty yarns, drawing in the 

auxiliary fabric and fiber into the surface or matrix of the 

felt. The former is referred to as lamination and the latter 

as inlay techniques. 

 



8ISS Symposium-Workshops 

357 

 

3.    Shibori-dyed fabrics for inlay motifs and the 

use of after-dyeing techniques 

 

There are many ways to enhance the color, surface 

patterning and three-dimensional aspect of a piece of cloth 

through various traditional Shibori tie-dying techniques. 

We will discuss the advantages of dyeing and inlaying 

fabric, as well as, wrapping or clamping the nearly 

completed beret to create additional patterning, 

promoting deeper dimensions to the surface, over-dyeing 

or effective erasure of design areas. 

 

3.1 Auxilliary fabrics for inlay technique 

 

Prepared in advance to expedite the beret-making 

process, auxiliary design fabric with Shibori patterning will 

be used. Some open weave fabrics like silk organza, 

chiffon, cotton gauze, and lace can be tested for sheerness 

by blowing through the fabric. If the breath can be felt on 

the opposite side then this should assure that the quality of 

fabric is such that it will become embedded in the wool 

matrix. The inlay of original, beautiful fabric alone may be 

enough of a design motif for the beret. 

 

3.2 Shaped-dyeing 

 

Another approach is to design a colorful beret which will 

subsequently be after-dyed by clamping or wrapping with 

cord and then semi- or totally submersed in a darker shade 

of dye thus erasing some color while reserving areas being 

clamped or wrapped.  Partial submersion will offer the 

dyer a chance to control gradation of color from that of the 

original beret fabric to a deeper shade of the dye bath 

color. 

  

 
Figure 2. Semi-submersed, wrapped fabric in dye pot for 

color gradation and surface treatment 

 

As the the theme of the conference is Technology Shaped 

by Creativity we should also expect that during the 

condition change of the hot, acid dye bath and under 

continuous stirring and agitation that our beret could 

conceivably change shape. If compared to a visit to the 

hairdresser, we may realized that the conditions for 

undergoing a hair “perm” is quite similar to that of our dye 

bath.  Applying an acid solution to the wrapped wool and 

subjecting it to heat and duration of the due bath  causes 

the memory of the protein wool fiber to change shape. 

Caution should be taken to avoid excessive shrinking of 

the beret, especially when using finer qualities of merino 

wool. 

 

 

4.    Finishing 

 

The cooled, dyed beret should be rinsed well, with 

attention paid to not over working the fabric causing 

further shrinking. Once, well rinsed the excessive moisture 

should be spun or wrung out and it can be pressed into its' 

final shape by steam ironing. It is recommended to turn 

the beret opening inwards 0.5 cm and stitch down the 

perimeter while the fabric is still damp thus alleviating 

wrinkling. If possible allow to dry on a hat form the size of 

your head. 

 

 
Figure 3. Shibori-dyed fabric inlaid into the beret 

 

References 

Johnson, J. (2006). Feltmaking & Wool Magic. USA: Quarry 

Books. Digital and Print. 

Johnson, J. & Hagen, C. (2007). Fabulous Felted Scarves. 

USA: Lark Books. Print. 

 

Author 

 
Jorie Johnson is recognized internationally as a leader in 

the area of hand feltmaking and has exhibited her work in 

numerous solo and group exhibitions. Born into a Boston 

wool merchant‟s household, she studied textile design at 

the Rhode Island School of Design (RISD) and KOTO in 

Finland, where she also interned with Marimekko. The 

English edition of her popular book, Feltmaking and Wool 

Magic (Japan: Seigensha, „99, Estonia: Tormikiri „09, USA: 

Kindle „10) was published by Quarry Books in 2006.  

Johnson‟s work has been featured in textile periodicals and 

publications worldwide, including Artwear: Fashion and 

Anti-fashion (Thames & Hudson „05), 500 Felt Objects 

(Lark Books „11), Shuttle, Spindle, and Dyepot; and the 

Surface Design Journal, and is held in numerous 

collections, including those of the Victoria & Albert 

Museum, San Francisco Museums de Young, Smithsonian 

Cooper-Hewitt National Design Museum, Bank of America 

(Fleet Bank), NUNO Corporation, and The Kawashima 



8ISS Symposium-Workshops 

358 

Orimono Co. Textile School. A part-time lecturer at Kyoto 

University of Art and Design, Tama University of Art, 

Touhouku University of Art & Design and other institutions 

in Japan, Johnson has lectured and lead workshops at 

universities and conferences in the U.S., Europe, Australia, 

New Zealand and Asia. Her Kyoto-based studio, Joi Rae 

Textiles, produces limited-edition body wear, accessories, 

and works for home interiors.

 

 

 

 

 


