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Abstract
This article is about the importance of the combination of traditional textile production techniques in contemporary textile designs. It
aims to create a new approach to “Wearable Art”.
The article analyzes the themes, materials, and technical specifications of production in the works of the “Silhouettes” exhibition, held
in İstanbul in July 2014 at Pera Art Gallery. The aim of the exhibition was to produce avant-garde artistic designs by using traditional
Turkish textile materials and dyes as well as combinations of several dying techniques. During the production process of the works,
traditional and contemporary methods were combined, as a new approach to contemporary designs with traditional materials was
created. The combination of the ideas, emotions and forms, and their transference onto the dresses was experienced.
The works in the exhibition were women’s dresses. The primary aesthetic concern centered on the natural beauty of women’s bodies.
It emphasized femininity through the designs of the dresses themselves. The basic material used was Ödemiş Silk, woven in Ödemiş, a
small Aegean town of Turkey. This semi-transparent, hand-woven fabric is made of raw, un-dyed, hand-twisted silk yarn.
The first phase of the production involved designing and sewing the bodices of the dresses. Then the three-dimensional, origami-style
pieces of silk fabric were cut according to a certain pattern. Each piece of fabric was hand-dyed using brushes; then they were
stiffened with traditional Indian starch (animal gel). After drying, each leaf-like piece was ironed and mounted onto the bodices of the
dresses.
The designs analyzed in this article stress traditional methods, sustainability, artistic design and aesthetic values in designing attire. The
importance of the revival of local fabrics and laces is of equal importance.
Este artículo trata sobre la importancia de la combinación de las técnicas producción textil tradicional en diseños contemporáneos.
Plantea crear un nueva aproximación al denominado ‘arte para portar’ o Wearable Art.
Este articulo analiza los temas, materiales y especificaciones de las técnicas de la producción en las obras de la exposición
“Silhouettes” que tuvo lugar en Estambul en Julio 2014 en la Pera Art Gallery. El objetivo fue producir diseños vanguardistas
artísticos por medio del uso de materiales textiles turcos y tintes, así como combinaciones de varias técnicas de teñido. Durante el
proceso de producción de las obras, se combinaron métodos tradicionales y contemporáneos, al ir creando una nueva manera de
realizar diseños contemporáneos con materiales tradicionales. Se experimentó la combinación de ideas, emociones y formas así como
su transferencia al los vestidos.
Las obras de la exposición eran vestidos para mujer. La preocupación estética principal se centró en la belleza natural de los cuerpos
de mujeres. Se enfatizó la femineidad a través de los diseños de los vestidos mismos.
El material básico que se uso fue seda Ödemiş, tejida en el pequeño pueblo Ödemiş del Mar Egeo de Turquía. Esta tela
semitransparente y tejida a mano esta hecha de seda cruda, sin-teñir, y está hilada a mano. La primera fase de la producción involucró
diseñar y coser los cuerpos de los vestidos. Luego las piezas tridimensionales estilo origami de la tela de seda se cortaron de acuerdo a
cierto patrón. Cada pieza de tela fue teñida a mano utilizando brochas; luego, éstas piezas fueron entiesadas con un almidón
tradicional de la India (gelatina animal). Después de secar, se planchó cada pieza en forma de hoja y se montaron sobre los cuerpos de
los vestidos.
Los diseños analizados en este artículo enfatizan métodos tradicionales, sustentabilidad, diseño artístico, y valores estéticos en diseñar
ropa. La importancia de la reanimación de telas locales y encajes es de igual importancia.

1. Introduction

and were chosen by the different juries. The dresses are
considered as “Works of Art” and they are wearable but not
functional.

The aim of my preparation of the “Silhouettes Exhibition” is to
stress the importance of sustainability and the combination of
the traditional textile production techniques to the
contemporary textile designs consisted of the works produced
by myself. It is an attempt to create a new approach to the
“Wearable Art”. After the exhibition art works exhibited
different times in several international exhibitions, one by one
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2. Design

2.2 Turquoise Sillhouette

2.1 Striped Silhouette

Figure 2: Turquoise Silhouette

The Turquoise and purple colours of this dress are the
traditional colours of Turkish art. The fabric of the dress
is Ödemiş silk, woven by hand twisted yarn. In order to
obtain shiny, bright colours, the fabric was dyed by
using batik technique. Undyed pieces of the fabric
reflect the natural colour of the fabric itself. The design
is influenced by the traditional Turkish folkloric dresses.
Figure 1: Striped Silhouette

The stripes of hand dyed cotton lace were applied on
the back of the dress. The dress was formed by the free
draperies technique and hand sewn. Diagonal pieces of
draperies were applied on this dress.

This work is considered as a “Wearable Art”. The dress was
formed by free draperies technique, sewn by hand. The main
fabric of the dress is Ödemiş silk, woven by hand twisted yarn.
The stripes on the fabric were drawn by hand, by using
brushes. The dyes were obtained from the natural sources. The
dye of the dark pink stripes, obtained from the sour cherry.
The dye of the light lila coloured stripes obtained from the
black cabbage. Hand dyed cotton laces and steel strings were
used as accessories. During the applying the free draperies
technique, diagonal placements were used.
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2.3 White Silhouette

2.4 Lace Silhouette

Figure 4: Lace Silhouette
This strapless mini dress was made of pure Ödemiş silk.
The body of the dress was formed by using cups and
stays. Then it was dyed, by using fabric dyes and dried.
The dress was starched and dried. The cotton laces were
hand dyed by using brushes, dried, ironed and mounted
on the dress. The general look of the dress is influenced
by the silhouette of the woman body.

Figure 3: White Silhouette

The dress was made of double layers of opaque organza
with stays and straps. The basic form of the dress,
influenced by the sillhouette of the woman body. In
order to obtain a free standing dress, pairs of stitchable
French stays were used.
White and ecru coloured,
undyed raw silk Ödemiş fabrics were used.
Patterns of leaves were cut by hand from silk fabric.
Each silk leaf was starched, dried and mounted on the
bodice, by using textile glue. The placement of the
leaves was three-dimensional and that gave movement
and volume to the dress.
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2.5 Burgundy Silhouette

2.6 Linen Silhouette

Figure 6: Linen Silhouette
The strapless-midi dress was made of silk and linen. The
bodice of the dress was formed by using cups and stays. The
linen was bias folded and ironed. Then the pieces were
humidified, dyed by hand, with brushes and dried. The pieces
re-folded by stitching and mounted on the bodice of the dress.

Figure 5: Burgundy Silhouette
The oval collared degrade dyed mini dress was made of pure
Ödemiş silk. The body of the dress was made of double layers
of opaque organza with stays and cups. The pieces of Ödemiş
silk, cut in the form of the leaves were hand dyed in degrade
colours, beginning the lighter tone of the colour towards the
darker tone. After drying, the pieces were mounted on the
bodice of the dress.
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2.7 Water Rib Silhouette

2.8 Leaf Silhouette

Figure 8: Leaf Silhouette
The round collared, cloche skirted midi-dress was made of
pure Ödemiş silk. First, the bodice of the dress was formed,
then, the pieces of silk, cut in leaf forms were hand dyed by
using brushes, dried and sewn on the body of the dress with
saddle stitch, by using mélange thread.

3. Conclusion
With the Silhouettes Exhibition, a new approach to the
“Wearable Art” which is a form of the artistic expression is
aimed to create. The dresses were made of natural fibers,
natural dyes and traditional fabrics and synthetic fibers. The
design, production and application processes of the dresses
enabled a dynamic, creative process to the artist.

Figure 7: Water Rib Silhouette
The dress was made of pure Ödemiş silk and formed by free
draperies technique. The dress was made of five pieces of bias
fabric. Each piece was consisted of diagonally cut fabrics, and
batik dyed in watermark effect, hand sewn in water rib form.
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Abstract

Figure 1: Section of a rebozo palomo
Perhaps no other traditional garment has appeared as much in the pictorial arts of Mexico as the rebozo. Woman with her personal
mantle has been depicted again and again to the degree that in paintings, its evolution can be traced from the Colonial era to the
present. In the 20th century, photography and film contributed to spreading images of women wrapped in their shawls. These visual
documents and representations served as emblems of Mexican-ness and to conjure a continued identification with the values of the
Mexican Revolution throughout the 20th century, particularly in the first half, when a sense of nationalism was needed to cement the
fractured country.
New artistic reconfigurations of the rebozo have sprouted recently in the movement to sustain the tradition. However, this paper
focuses on the work of a Mexican contemporary artist, whose oeuvre is generally known to be minimalist and abstract, ranging from
paintings to sculpture and installations to the frame itself. Perla Krauze, for over three decades almost unnoticed, has recurringly
incorporated into her practice, whole and parts, of the most popular and humblest of rebozos – the black cotton rebozo with tiny
white resist spots, a pattern referred to as lluvia (rain) by the weavers of Tenancingo. While her practice questions the formal aspects
of painting and sculpture in themselves, she moves them into an unlabeled territory of art. Her bond with this garment is both
aesthetic as well as personal.
Quizá ninguna otra prenda tradicional a sido plasmada tanto en las artes pictóricas de México como el rebozo. La mujer con su manto
personal ha sido retratada una y otra vez, al grado que la evolución del rebozo puede ser rastreada en las pinturas desde al era colonial
al presente. En el siglo XX, la fotografía y cine contribuyeron a difundir imágenes de mujeres envueltas en estos chales. Tanto
semejantes documentos visuales como demás representaciones sirvieron para promover emblemas de Mexicanidad y para convocar
una identificación continua con los valores de la Revolución Mexicana a lo largo del siglo pasado, particularmente en la primera mitad,
cuando un sentido de nacionalismo era requerido para cimentar un país fracturado.
Nuevas reconfiguraciones artísticas del rebozo han brotado recientemente en el movimiento para sostener su tradición. Sin embargo,
este texto se enfoca en la obra de una artista mexicana contemporánea, cuya obra es generalmente conocida como minimalista y
abstracta, que va desde la pintura a la escultura e instalaciones y al mismo marco material, su sperficie y estrucutra, que a la vez es el
soporte de las obras. Perla Krauze, por más de tres décadas y casi sin que se notara, ha recurrentemente incorporado en su práctica,
todo y partes, el más popular y humilde de los rebozos – negro salpicado con pequeñas manchas blancas, un diseño al que los
tejedores de Tenancingo se refieren como lluvia. Mientras que su practica cuestiona los aspectos formales de la pintura y escultura,
Krauze se mueve en un territorio del arte sin etiquetar. Su vínculo con esta prenda es tanto estético como personal.
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1. Recent History

patterns. This type is usually referred to as rebozo palomo, given
that the likeness to the colors of pigeons and doves.1

Undoubtedly no other traditional textile has appeared as much
in the pictorial and visual arts of Mexico as the rebozo,
particularly throughout the 20th century. With its mixed origins
it has travelled through all the social classes to the degree that
it became embedded as a quintessential Mexican female
garment, particularly in the recent post-Revolution past – the
first half of the 20th century, when many new looms were
installed in the production centers to meet the demand. This
impetus was partly due to its presence in all the photographic
imagery of the Revolution depicting rebozo-clad women active
in the armed revolts, both as adelitas or as soldaderas, that aided
in the upkeep of troops during the decade-long tumultuous
period, which moved people from one side of the country to
another. This ubiquitous and almost unperceived garment, a
commonly used shawl, was brought to the conscious
foreground through the photography of the Revolution; the
women in the images came to be seen with nostalgia as
anonymous heroines.

The notion that rebozo is a garment of women of the lower
classes or commoners has had effect among the social and
ethnic groups in regions where its usage prevailed, such that
the younger generations in the towns and villages, although
laden with memories of it through their mothers and
grandmothers, have ceased to wear it, considering it a textile of
“backwardness”, “a garment for the old” as commented by
young women during my field interviews in Tenancingo in
2006. These widespread general ideas have provoked for its
production to decline.
However, some groups, since the 1970’s did incorporate not
only the rebozo but also other traditional textiles into their
wardrobes and have continued to do so. Wearers of the
rebozo as well as of other indigenous and traditional textiles
have multiplied over the years. And lately, interest in traditions
seems to take a new turn, such that in its recent comeback, the
rebozo is now seen as an acceptable and interesting touch to
formal dress in the fashionable world. The garment as a
beautiful textile per se has also been promoted in the last
decade, particularly the finer or more lustrous examples, given
that the range of the ikat textures and threads is vast.

A garment of the people, used by women throughout, the
rebozo was depicted again and again in the arts. From film to
painting and sculpture, it continued to be increasingly used by
women both of the intelligentsia and the townspeople. The
portrayal of the rebozo in the arts, in all its different ways of
using, served as emblem of Mexican identity, despite the many
transitions that the nation underwent. As an example, its
increased popularity, undoubtedly and partly, has to do with
the continuous self-representation of key cultural figures, such
as Frida Kahlo and María Izquierdo among other women
painters who represented themselves often clad in rebozos.
There are also the photographers, who could not but depict it
in strong black and white or sepia images. The rebozo also
appeared in many notable films of Mexican cinema not only in
the first half of the 20th century but also further on, such as
Reed México Insurgente (1974) by Paul Leduc – a film that
submerges the viewer in the sense of lengthened time of the
Mexican Revolution. Nonetheless, new artistic representations
of the rebozo have sprouted in the arts, filtered mostly
through photography.

Figure 2: Various rebozos with rapacejo
Most recently, the rebozo is being intervened constantly in
audacious fashion proposals, transforming it into dresses of all
sorts, wallets, bags, shoes, notebooks, etc., all which make use
of its woven field as a cut-able cloth and/or its fringes as décor.
It is also being promoted in contemporary midwifery, both in
Mexico and abroad, as a key instrument for pregnancy, an aid
in turning the baby while in the womb and in childbirth, and as
an ideal carrier for the little one. This is not new – it is taking
traditional knowledge and recasting it in a different spotlight.
These are all traditional uses of the rebozo, a most multifarious,
utilitarian garment; the knowledge embodied in its history and
continual use has endured, to be transmitted throughout
although there be changes in life styles.

When the nationalism fervor subsided in the latter half of the
20th century, the rebozo still continued uninterruptedly to be
the necessary textile among commoners – that is, among
village, rural and even urban lower class women. Very few
middle class and upper class women would don it, other than
for civic, national or patriotic events. And for these, the
preferred rebozo was a fancy silken one.

2. The rebozo itself
This multifunctional textile, rebozo, has two parts: the woven
ikat or jaspe field is usually dyed and woven by men; and the
often overlooked knotted fringe, known as rapacejo, is worked
by women. Together these form a symbolically complex textile,
a meeting ground for both genders, although the finished
garment is meant to be worn my women. The more
widespread cotton rebozos are resist-dyed in usually one dark
color ranging from greys to blacks and may be of various

See G. G. Velázquez. 2002. El rebozo en el Estado de México.,
p.111.
1
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This paper however focuses precisely on the work of a
Mexican contemporary artist, whose oeuvre is generally known
to be minimalist and abstract. And who is known for her stark
yet evocative poetics in sculpture, paintings and installations –
not for the use of the rebozo. This latter aspect has been
mostly overlooked both by observers of her work as well as by
those writing about it, precisely because it is discreet and subtle,
just as the quotidianeity of the textile itself.
For over three decades Perla Krauze has quietly, sometimes
sporadically, incorporated the most popular, ubiquitous and
humblest of rebozos, whole and in parts, into her artworks –
the black cotton rebozo with tiny white resist spots, a pattern
referred to as lluvia (rain) by the weavers of Tenancingo. This
pattern is also produced in other rebozo weaving centers, such
as, Uriangato, Yuriria, and Moroleón in the state Guanajuato,
and even in some of the other former indigo rebozo-making
centers, such as of Chilapa in the state of Guerrero, La Piedad,
Pátzcuaro and Paracho in Michoacán. The rapacejo of its dark
warp threads is not elaborate, but rather simply knotted.

Figure 3: Nahua mother from the high mountains of
Veracruz with her child.
Michel de Certeau, in The Practice of Everyday Life (1984),
describes a subjacent continuity of the beliefs of a former era
into a new one. He claims that the earlier mythologies and
patterns of thought continue despite the changes that the new
era has introduced. Hence, an established current of belief,
custom, thought or ideology, does not die abruptly with the
new introductions, but continues on. 2 The rebozo thus
embodies both the anachronic element, deeply rooted, as well
as the synchronic, in accord with the times, in practicality,
beliefs, usage and style – a textile that still has a deep affinity
with Mexican people and culture.

At a time when the rebozo was widely produced, during the
20th century, this unpretentious and almost anonymous article
also formed part of the repertoire of most rebozo weaving
centers along with more complex and finer ikat models. It has
been the most widely sold rebozo, the most accessible
pricewise, as the typical everyday, simple rebozo of women
throughout the country, from the street or market vendor to
villagers. And it was also the rebozo of the artist’s nanny.

As a garment strongly imbedded with a sense of nationality,
the rebozo is also a textile with intense mythic qualities about
it. It is not by chance that the jaspeado or patterning of the
rebozo resembles snake skin, in a culture that has rooted
beliefs about snakes and one that depicts in textiles the animals
that are both feared and respected as a means of guaranteeing
immunity. The snake in particular is tied to fertility and to the
rain season, as it winds its way through the maize fields,
marking its serpentine, zig-zag path. It is both a real as well as
mythological being, one to be feared and evoked for
protection, a source of stories and epic beliefs.

Figure 4: The simplest of Chilapa rebozos in indigo resist.
Perla Krauze, was first known as painter whose work passed
from sectioned human figures towards the abstract. From
painting, to sculptures that embrace the poetics in the
materials themselves. In general, these use the most minimum
of materials to the point of saturation, be it in her composite
monochrome paintings or three-dimensional groupings. Her
walk-through installations oblige the spectator to move
through the spaces as if on a path, where the works become
that transiting – they are often distributed in groups
throughout the floor areas of the exhibition space.

“And so the rebozo, with all its snake-patterns, is that ancient
god, symbol of fertility – wrapping Woman, accompanying her
through life and its rituals, serving her as a shelter, a cradle, a
carry bag for flowers or fruit, helping her through her
pregnancy, in birth-giving and tying her to her infant while she
moves, works, lives. It is also her burial shroud. No other
textile has such obvious and diverse uses.”3

3. The subtle practice

Refer to Part V “An archaeologoy: the transits of beleiving”
in M. de Certeau, 1984, The Practice of Everyday Life.
3 J. Anaya. 1999, “National Identity in Mexican Textiles,” pp.
17-18.
2

Figure 5: Two views of Perla Krauze’s solo show
“Archipiélago” at Bodega Quetzalli in Oaxaca City, 2016.
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With time, her paintings have been her companions in these
installations no longer as paintings per se. Series of diverse
shaped object works have come to integrate the entire
environment, incorporating clay, stone, lead, wax. The works
are mostly in blacks and whites, while touches of color are
becoming incorporated. But as a whole the environments she
presents remain as a rich variety of minimal and austere
multiples, where the materials themselves of the works are
highlighted.

life from her own life experience. Through her nanny, young
Perla took root in Mexico and experienced the country in this
shared knowledge. Upon her return to Mexico from her
studies abroad, that black rebozo with the tiny jaspe marks,
like the one her nanny used, was also worn by the young artist.
She used it several years to cover her fist baby, in a similar
manner as her nanny had attended her.
In time, this same rebozo began to appear in her compositions.
Small pieces of it were carefully cut and steadily situated into
the works, bits of the typically common rebozo, serving to
bind sections of her work, to connect an edge to a surface, as
well as a kind of thread to stitch part of her (almost) paintings.
This practice stretched over decades. That original rebozo is
embedded in many works, as it was sparingly and delicately
used.

Amidst the myriad of one-tone paintings, or almost-paintings,
sometimes fully of one sole shade or color, sometimes of
various or recurring sizes, Krauze has questioned the painting
surface - what is important could be underneath – that is, in
the frame itself or the texture of the surfaces onto which it is
set. Thus these, the surface of the materials with which she
works, become prominent and are the message. Into this array
of combined practices and materials, her discreet use of
rebozo is almost cyclical in a binding way, a tool to bridge gaps
both in the serial works and in her own thoughts; a means to
nail down remembrances or stitch particular experiences.
In Krauze’s works, patterns of process are traceable: these link
her ascendance from a Polish family that emigrated to escape
the horrors of the Second World War to eventually arrive in
Mexico. This history is subjacent in her work, where the use of
black and grey either as color or in the materials she feels an
affinity with are a constant. Such is her bond with slate stone,
common as roof shingles in Europe but not in Mexico, or
sheets of lead that bind the edges and ducts of rooftops and
outer walls in European buildings. Even when she uses flowers
in three dimensional forms, these have a grey metallic veneer,
or are white like tributes to the tragedies that affected the
previous generations of her family.
On the other hand, Perla Krauze, being first generation of her
lineage born in Mexican territory, has promoted her bond to
local materials, that is, with this land. A deep reaching into
Mexico for her involves the raw matter that constitutes the
land itself– such as volcanic stone, clay, earths, metals
(reminiscent of the precious metals extracted from Mexican
mines). There are also architectural materials, or derelict
finishes of buildings – particularly black volcanic basalt,
smoked-black fired clay, some textile, even plants, wire or
stucco. She uses them in a restrained manner bringing out the
innate qualities of each material, surface and texture. She finds
rapport in the direct experience with such materials, and thus
sprouts the poetics of one sole piece or of an entire group of
works, at times incorporating transparent resins for a touch of
color.

Figure 6: An almost-painting with frame evidenced,
rebozo and colored cloth stitched in.
Later on she would acquire a second shawl, a rebozo palomo, that
after some years of wear, she made into a simple skirt, where
she applied running stitch as not to harm the cloth surface.
This rebozo would later also appear in further works.
Although the rebozo that once cloaked her frist-born as well
as the one that was given a second life as a skirt passed on to
form parts of various works, even to this day, there exist
unapplied bits of these two original shawls. She uses them to
aid in her daily rearranging of compositions as part of the
exercise of her creative practice process.

When Krauze first studied in England, she learned to weave
and make small and varied sample-like works, and it is there
when she began experimenting bit by bit the notion of diverse
compositions, with paper, stitches and cloths as small
multiples. These later were translated into paintings and into
her working process.
As mentioned earlier, perhaps the most salient experience that
has marked her work regarding the use of the rebozo, is the
fact that she was cared for by her nanny, who came from
Atlixco in Puebla and who many times covered the child Perla
in her rebozo, who sung to her and who commented Mexican

Figure 7: Three painted works with rebozo, frame and
stitching.
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Instead of representing the well-known garment as is, she has
used the rebozo in a very personal way – as an element that
unites, that extends, that envelopes, that wraps, that binds,
and that attaches. She uses very direct, simple stitches either
with thread or wire, even staples, which sink into the frame of
her works. Or she may apply a strip of it to fill in a part. A thin
strip of the jaspe material also may be called on to take on the
roll of a thick thread. These are no longer just paintings but
rather they coincide with minimalism, sometimes as art brut,
but at the same time, embody a memory of a lived experience.

Figure 9: Four sculptures born out of stone - rebozo,
sheet metal, wire ladder, and rebozo.
At another moment it wraps the dark stone, the specks of
white of the black opaque cloth becoming almost
indistinguishable with the pores of the basalt. She may then
later on come back to her frames to add a small rebozo touch,
in the midst of her sculpture-making in wood and resin, or in
her multiples of painting. Likewise her exhibitions may not
include the rebozo works at all, which seem to take on a more
private dimension.

Figure 8: Rebozo thread binds the lead sheets to the
stone
There was, however an audacious and daring moment in
Krauze’s affinity with the black rebozo. Perhaps a dramatic
event in her own life moved her to present the rebozo as a
bold sculptural form in itself, vertically ascending to the ceiling
of the gallery, a symbolic monolith aiming for the sky.
Protruding from the stone, the black rebozos rise out of the
white, grey or black stones in a similar way as her other ladderlike works. The rebozo as metaphor here is a liberating
instrument, one with which to climb up and beyond.

Figure 10: Basalt stone and rebozo box sculptures

4. All in all
The rebozo seems to be a way for Krauze to breach her
European heritage and delve in to embrace her Mexicanness.
Her bond with this garment is both aesthetic as well as
personal. Amidst the complexities of the anachronic and
synchronic elements of traditions and change, amidst the
predicament of the local versus the global, the rebozo proves
to be a key part of a giant maze of cultural identity - “a small
part, but certainly a positive, cohesive element.”4
Perla Karuze’s use of the rebozo is deeply grounded in her
personal identity. It is a marked contrast with the dazzling use
of this textile in current Mexican fashion trends. In Krauze’s
work, every tiny bit of the original material (used material, one
that already had a life) is valued and stretched to be used in
multiple ways, and to last, even more upon being integrated
into her works. Its significance is carefully inserted by the
simplest of means; her use of these rebozos as binding bits is
filled with respect and delicacy. They are an enactment of
meaning of her own rooted identity in Mexico.

4
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Yosi ANAYA (PhD Goldsmiths, University of London) is an
artist and research docent at Instituto de Artes Plásticas of
Universidad Veracruzana, Mexico, delving into the dialogues
involving the crossings of textile traditions with other
contemporary cultural practices. She is co-author of La Magia
de los Hilos: arte y tradición del textil indígena de Veracruz
(Universidad Veracruzana 1995 & Editora de Gobierno,
Veracruz 2008) and has published various essays, book
chapters and articles on perceptions and cultural
representations regarding the dialogue of different voices in
textiles. Her art practice centers on the historic gaze toward
Mesoamerican women, the effects of time and light, land and
experience. Lecturing on Mexican textiles and other cultural
manifestations, she has participated as juror and curator in
national and international art exhibitions, chaired the VI
International Biennial of Contemporary Textile Art WTA-Air
in three cities of Mexico, collaborated in textile projects in
various indigenous regions of Veracruz, tutored Young
Indigenous Artist grantees, and is a recent fellow of Mexico's
National Council for Culture and the Arts. She has exhibited
widely in four continents in over 100 group exhibitions, and in
over 27 solo shows; the most recent being Continuity Reinscribed
at Wandesford Quay Gallery in Cork, Ireland.

5. Acknowledgements
I am deeply grateful to the artist, Perla Krauze, for aiding in
the research, generously sharing her life experiences, archives
and works with me.

6. References
Anaya, J. (1999) “National Identity in Mexican Textiles,”
International Tapestry Journal, March 19999, Canberra (pp.14-18)
ISSN-1081-387X.
Anaya, Y. (2007) “Can a Textile Traditions Survive? The
rebozo in a Changing Society” in Ancient Textiles, Production,
Craft and Society. eds. Carolle Gillis and Marie-Louise B. Nosch.
Oxbow Books, Oxford (pp. 197-200) ISBN: 978 1 84217 202
5.
Anaya, Y. Personal Fieldnotes, Tenancingo, 2002-2006.
Anaya, Y. PK Personal Interviews 1982-2015 and Exhibition Notes
1985-2916.
De Certeau, M. The Practice of Everyday Life. 1984, University of
California Press, Berkeley.
Krauze, P. Catalogues, exhibitions and studio practice 1985-2016,
multiple Internet pages.
Velázquez, G. G. (2002) El Rebozo en el Estado de México.
Instituto Mexiquense de Cultura, Toluca, (2nd appended
edition).

7. Author

33

10th International Shibori Symposium
November 15 - 20, 2016 | Oaxaca, Mexico

https://www.10iss.org

Contemporary Fiber Art Practices
Silk Screening Production with Natural Dyes
ROBERTS, Christina: christina@fabricworkshopandmuseum.org
The Fabric Workshop and Museum, Philadelphia, PA, 19107
Keywords: Artistic, Natural Dyes, Printing, Sustainable
Abstract
In my thirty-year career as Master Printer at The Fabric Workshop and Museum, Philadelphia, I have been involved in alternative
processes and developing effective and innovative solutions for artistic interpretation. This artistic practice has lead to researching
traditional solutions to contemporary problems at various archives around the United States including Winterthur Museum, Delaware,
where I received a research fellowship for my continued investigation into the practical applications of the traditional use of natural
and organic dyes. My research in the use of natural color and materials, has taken me to Kampala, Uganda at the Margaret Trowell
School of Industrial and Fine Arts, Papua New Guinea with the Maisin Tribe of Collingswood Bay. During my research and
observation I have worked with individuals in Johannesburg, South Africa and Dakar, Senegal. During the course of this travel, I
became aware of entrepreneurs engaged in addressing systemic issues stemming from impoverished populations relative to their own
communities. Through a twenty-four year collaboration with Lucy Lau, who pioneered a project for indigent women in Mombasa,
Kenya, we began a project in her home country with a rural community of subsistence farmers located 60 kilometers southeast of
Nairobi in a town called Wote. My collaboration with Ms. Lau and Cynthia Porter has come to address and solve problems of the
crippling poverty in this region by revitalizing a stagnant cotton farming industry and igniting an interest in the utilization of local
resources in the development and cultivation of natural dyes. My work in Kenya has lead to my practical research in adapting
eighteenth century print methods used in workshops around the world, to build a model for small-scale textile production using
natural dyes and sustainable methods that inspire an environmental and artistic course of action and practical use.
En mis treinta años de carrera como maestro de la imprenta en el taller y el museo de la tela, Philadelphia, he estado implicado en
procesos alternativos y desarrollo de soluciones eficaces e innovadoras para la interpretación artística. Esta práctica artística ha llevado
a investigar las soluciones tradicionales a los problemas contemporáneos en varios archivos alrededor de los Estados Unidos
incluyendo el museo de Winterthur, Delaware, donde recibí una beca de investigación para mi investigación continua en las
aplicaciones prácticas del uso tradicional de tintes naturales y orgánicos. Mi investigación en el uso del color y de los materiales
naturales, me ha llevado a Kampala, Uganda en la escuela de Margaret Trowell de las industrias y de las bellas artes, Papúa Nueva
Guinea con la tribu Maisin de la bahía de Collingswood. Durante mi investigación y observación he trabajado con individuos en
Johannesburgo, Sudáfrica y Dakar, Senegal. Durante el transcurso de este viaje, me di cuenta de que los empresarios se ocupaban de
abordar los problemas sistémicos derivados de las poblaciones empobrecidas en relación con sus propias comunidades. A través de
una colaboración de veinticuatro años con Lucy Lau, pionera en un proyecto para mujeres indigentes en Mombasa, Kenia, iniciamos
un proyecto en su país con una comunidad rural de agricultores de subsistencia situada a 60 kilómetros al sureste de Nairobi en un
pueblo llamado Wote. Mi colaboración con la Sra. Lau y Cynthia Porter ha venido a abordar y resolver los problemas de la pobreza
agobiante en esta región revitalizando una industria de cultivo de algodón estancada y despertando interés en la utilización de recursos
locales en el desarrollo y cultivo de tintes naturales. Mi trabajo en Kenia ha llevado a mi investigación práctica a adaptar los métodos
de impresión del siglo XVIII utilizados en talleres alrededor del mundo para construir un modelo de producción textil a pequeña
escala usando tintes naturales y métodos sostenibles que inspiran un curso de acción ambiental y artístico y prácticas utilizar.

Figure 1: Plant to Print: Ladok Cement Worker
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in contemporary collaborative art making practices, textile
printing techniques, and carrying out research to develop and
implement programs for international and local community
outreach initiatives. In her role as Head of Education at The
Fabric Workshop and Museum, Roberts’ goals as an artist and
educator are devoted to promoting an ethnically and culturally
rich array of programs through working with diverse audiences
and introducing students and teachers to the breadth of global
contemporary art and teaching silkscreen techniques. Roberts
currently teaches undergraduate textile design at Moore
College of Art and Design, Philadelphia, Pennsylvania, USA.
In 2003, Roberts Co-Founded Marafiki Arts, a 501(c)3 nonprofit organization that uses traditional textile techniques to
intersect with culture, tradition, commerce, collaboration,
farming and is working towards sustainable economic and
environmental development in rural Wote, Kenya. In 2014,
Roberts was awarded a Research Fellowship at Winterthur
Museum to investigate 18th century textile printing methods to
interpret into contemporary practice. Roberts has traveled,
lectured, and conducted workshops extensively throughout the
world.
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Contemporary Fiber Art Practices
Contemporary Japanese Fiber Art: Fiber Futures – Japan’s Textile Pioneers
WATANABE, Hiroko: t-a-style@gol.com
Professor emeritus of TAMA ART UNIVERSITY,
Chairman: TEXTILE DESIGN ASSOCIATION OF JAPAN,
Chairman: N.P.O. INTERNATIONAL TEXTILE NETWORK JAPAN
Keywords: Japan, fiber, contemporary, innovation
List of locations for the Fiber Futures exhibition:

芹野直子 | Naoko Serino

1. U.S.A
JAPAN SOCIETY GALLEY, NEW YORK
Term: September 16 – December 18, 2011
2. U.S.A
MUSEUM OF CRAFT AND FOLK ART
SAN FRANCISCO
Term: July 20 – November 10, 2012
3. FINLAND
DESIGN MUSEUM, HELSINKI, FINLAND
Term: February 1 – May 5, 2013
4. DENMARK
GJETHUSET, FREDERIKSVAERK
Term: January 11 – March 2, 2014

Title: Generating-8 / Material: Jute / Technique: free technique/
Size: 130 x 200 x 400 cm

5. SPAIN
COMPLUTENSE CENTER OF ART, MADRID
Term: April 2 – May 18, 2014

It is a work composed by reusing unnecessary tea pack
material. It is a piece of space composition.

6. PORTGAL
EXTENSAO DO MUSEU DE ALBERTO SAMPAIO,
GUIMARAES
CONTEXTILE 2014
CONTEMPORARY TEXTILE ART TRIENNIAL
Term: July 26 - October 11, 2014

濱谷明夫 | Akio Hamatani

7. SWEDEN
TEXTILE FASHION CENTER, BORAS
Term: November 22, 2014 – April 5, 2015
8. FRANCE
MAISON DE LA CULTURE DU JAPON A PARIS
Term: May 5, 2015 – July 11, 2015
9. THE NETHERLANDS
TEXTIL MUSEUM, TILBURG
Term: October 3, 2015 – February 7, 2016

Title: W-Orbit / Material: Rayon / Technique: indigo;
special technique / Size: 400 cm
Rayon's yarn is heavy and hangs with the natural gravity
curve. Although it seems to be simple, I think that it is a
work that expresses the nature of the thread well and
expressed it.
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弥永保子 | Yasuko Iyanaga

新井淳一 | Jun’ichi Arai

Title: Noren (gold) (Silver) / Material: Polyphenylene
sulfide(PPS) film. Technique: vacuum-deposited aluminum
/ Size: 360 x 360 cm

She uses the technique of shibori the origin of dyeing.
Shibori techniques are everywhere in the world. Inca,
Africa, India, etc…In Japan, they have used many as
kimono as bedding and personal belongings practical items.
It is a very unique artwork expressing its shapability as art.

His work is a pioneer of the textile of the world in the 20th
century. He is the one who destroyed common sense until
now. And he is known worldwide who made the latest new
cloth. He has an honorary doctorate from the University of
London and RCA. This cloth is made as a space divider
cutting the space. It is woven with slit yarn with aluminum
vapor deposited, and the back-side silver cloth is further
melt-off. The center is slit and you can go through.

久保田繁雄 | Shigeo Kubota

永井ひとみ | Hitomi Nagai

Title: Shape of Red I / Material: Nylon, sisal hemp /
Technique: plain weave, sewing / Size: 230 x 180 x 180 cm
His family business was an obi shop in Kyoto. Since he was
a young man he has formed a strip of cloth threedimensionally, making it simple but unique.

Title: Birth, 2011 / Material: Cotton / Technique: waffle
weave / Size: 200 × 110 × 28 cm
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She is weaving tissue. She synthesizes the shaped units and
produces a unique expression.It is a very unique model that
uses the characteristics and organization of fibers well.

椿操 | Misao Tsubaki

熊井恭子 | Kyoko Kumai

Title: Toki no katachi, 2011 / Material: Stainless-steel
filament / Technique: sewing / Size: 100 x 400 x 100 cm
Title: Work No. 81, 2010 / Material: Cotton, silk, flax,
wool, synthetic fiber / Technique: stitching / Size: 180 x
180 cm

A series of her works made with thin stainless steel fibers
are also exhibited at MOMA in NY. These artworks freely
expressing hard metal as fibers are wonderful.

If you can see it, I think that you understand immediately,
it is the work of patchwork that gathered the textures of
various fabrics and composed the paintings.

須藤玲子 | Reiko Sudo

上野真知子 | Machiko Agano

Title: A wood Ⅲ / Material ・ Technique: Five pieces,
inkjet-printed mirror sheet. Size: Each 250 x 100 x 100 cm.
She is directing a dynamic indoor composition.
She is making a slit in the paper that splashed the paper and
the two paper. Works that hang them in a room.

Title: Fabrication, 2011 / Material: White cotton /
Technique: Machine embroidery / Size: 330 x 150 cm
She made it using machine embroidery. It is a work of
chemical race which gathered interest of form.
After finishing embroidery on the base cloth, he finished
with a method of chemical racing, which is made by
dissolving the base cloth by scientific treatment.

38

10th International Shibori Symposium
November 15 - 20, 2016 | Oaxaca, Mexico

https://www.10iss.org

There are countless colors in the world, I love all the colors.
If God allowed me to choose only one color, I will choose
red without hesitation. Red is the ultimate color for me.
It consists of a piece of cloth hand-woven with red-dyed
cotton, linen and metal threads.
If it extend this artwork, it will be just one of the cloth. This
work expresses the power of the cloth lurking in one cloth.
Red represents life, and also the color of joydelight and
celebration. However, red represents danger, it is also a
fascinating color. But it is the ultimate color for me.

田中孝明 | Takaaki Tanaka

Title: Su no hana (Nest Flowers), 2011 / Material: Kōzo
mulberry fiber, flax, iron / Technique: individual technique
/ Size: 208 x 190 x 41 cm
His works are shaped works using paper fibers. The texture
of these pieces are expressed very well. And the work
pursuing the possibility of the texture of the material.
わたなべひろこ | Hiroko Watanabe

Title: Red Clothe’s beat, 1999 / Material: Cotton and metal
fiber / Technique: hand weaving/ Size: 129 x 98 x 25 cm
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Contemporary Fiber Art Practices
Shibori Pattern Design by using Laser Technique for Fashion
YUAN, Guoxiang 1,2: ygx@dhu.edu.cn
CHEN, Zhuoming 3: chenzhuoming178041@163.com
JIANG, Shouxiang Kinor 4: kinor.j@polyu.edu.hk
1 College of Fashion and Design, Donghua University Shanghai 200051, China
2 Key Laboratory of Clothing Design and Technology, Donghua University,
Ministry of Education, Shanghai 200051,China
3 School of Fashion Technology, Shanghai University of Engineering Science, Shanghai, China
4 Institute of Textiles and Clothing, The Hong Kong Polytechnic University
Keywords: Shibori, pattern design, laser treatment, eco-friendly, fashion design
Abstract
Shibori, as known as tie-dye, is well-known all over the world for its unique patterns on textiles made by bounding, stitching, folding,
rolling and so on. Traditional shibori textiles are dyed by using natural dye or chemical dye for different colors. In textile and fashion
fields, shibori technique was increasingly applied for design innovation. In this paper, an eco-friendly shibori pattern design method
with unique surface effects by using laser surface engraving treatment was developed. After the carbon dioxide laser irradiation on textile
surface, some surface fibers were melted, evaporated and engraved with dyestuff, and no water and chemicals were applied. By
combining the traditional shibori methods with computer aided design processes, unique visual appearances of textiles with shade
changing effected were achieved after laser treatment with different parameters. The results revealed the potential of pattern creation
with different values for the embellishment of textiles through the laser engraving process. With lower resolutions, engraved vague
patterns with small laser beam dots can be achieved. While the treatment resolution increased, clear patterns could be performed. Based
on the same resolution, the higher pixel time can export more energy, which makes the pattern look more clearly. This shibori pattern
design approach indicates that the laser engraving technique is a feasible and environmentally friendly surface treatment which can rich
artistic and fashion appearance such as pattern, color and texture in textile and fashion design.

1. Introduction

power, scanning speed and resolution, different surface effects
and acceptable engraving quality can be achieved.

In the present industry, laser is an indispensable tool for a
variety of manufacturing processes, such as material removal,
surface heating, bending, melting, alloying, cladding, texturing,
roughening, marking, cleaning, shock hardening, and stereo
lithography and layered manufacturing processes. The
contactless processing with the laser beam has been increasingly
applied in industry to generate graphics onto material surface
due to its various advantages, such as no physical contact, a high
degree of automation and fast and precise cutting and engraving
(Yam 2010). The CO2 laser is a gas laser that produces an
infrared light and is easily absorbed by organic material, making
it the first choice when it comes to engrave fabrics. It is the most
efficient and suitable gas laser to treat organic materials such as
fabrics which are not good conductors of heat and electricity,
because at its wavelength of 10.6 microns the laser can easily be
absorbed by most organics that absorb 10 micron light (Yuan et
al 2013). Nd and Nd-YAG lasers are solid-state lasers that rely
on a crystal to create the light beam which are suited for
engraving, welding, cutting and drilling metals. With a computer
control system, laser surface treatment is a relatively economical
and flexible technology to treat and embellish fabric surface
towards unique images (Ready 1997). This particular process
applies laser beams to melt, burn or vaporize materials, such as
material cutting for car airbags, lace fabrics and edging of
embroideries (Steele 2005). Various materials can be laser
surface treated, and by optimizing the factors such as laser

Although laser technology has been applied in fashion and
textile field, but it is mostly applied to cut directly on fabrics as
a cutting method except the limited application of engraving
treatment in textile and fashion design and research field (Chow
et al 2012, Kan et al 2010, Ondogan et al 2005, Pezelj et al 2004,
Štěpánková et al 2010, Tarhan and Sariişik 2009, Tortora and
Johnson 2013). Laser engraving which different from laser
cutting is used to engrave the fabric surface without cutting
through. It is applied to remove certain materials as the laser
beam vaporizes the surface (Ghorannevissa et al 2007).
Nowadays, laser has been applied in denim industry as a
bleaching tool to create sophisticated patterns with non-contact
marks on the denim fabric. After engraving treatment, a color
fading, worn appearance or printing effect can be created for
textile and fashion design that can instead of ordinary and
traditional chemical treatment. It demonstrates that the laser
treatment is one of time and cost-saving alternatives and has the
advantages of design and treatment flexibility without causing
any pollution (Dascalu et al 2000, Jiang 2015). In this chapter,
some experimental laser treated shibori pattern designs for
fashion were presented to demonstrate the application of laser
technique to produce shibori patterns on garments with unique
designs appearances.
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2. Methodology
The process of laser engraving on garment with shibori patterns
is shown as follows: (1) create desired shibori graphics in
graphics program or software, (2) convert the graphics to gray
scale, (3) send designed graphics and patterns to laser system,
(4) set the parameters of pixel time and resolution, (5) placing
the garment on a honeycomb cutting table in a cabinet, (6)
location identification of the laser engraving area, (7) conduct
laser engraving treatment on garments.

3. Design Results
Some experimental designs of shibori patterns on garments
treated by using laser beams with different parameters are
shown in Figures1, 2 and 3.

Figure 2: Laser Engraved Polyester Garment

Figure 1: Laser Engraved Polyester/Rayon
Blended Garment

Figure 3: Laser Engraved Wool/Polyester Blended
Garment
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Pezelj E, Cunko R Andrassy M (2004) Modification of denim
surface using laser. In: World Textile Conference. 4th
AUTEX Conference. Roubaix, 2004
Ready JF (1997) Industrial applications of lasers. Academic
Press, New York
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Tarhan M, Sariişik M (2009) A comparison among performance
characteristics of various denim fading processes. Textil Res
J 79:301-309
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Yuan GX, Jiang SX, Newton E et al (2013) Application of Laser
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All the patterns on garments or textiles shown above are
engraved by using laser beam at different parameters, the
garments and textiles can be tied and then engraved by laser, or
the shibori patterns could be duplicately engraved on the surface
of garments and textiles.

4. Conclusion
In this research, laser engraving creates unique patterns with
shibori effect on garment. The garments made with polyester,
wool/polyester blends, and rayon/polyester blends were carried
out on the basis of the proposed design model. With the resist
method, garment with unique shibori patterns and colors were
created. This research can act as alternatives to improve garment
design with laser engraving for future use by fashion designers
and researchers for surface embellishment as an area of
academic study and design practice and supports the integration
of design, technology and material that are applicable to fashion
design. By achieving ideal appearances, appropriate laser power
can be applied by changing the two parameters including pixel
time and resolution individually to conduct laser engraving on
certain parts or the whole piece of garment. Under the
conditions of pixel time unchanged, more energy of laser can be
applied on garment to engrave some fibers and dyestuff with
the increase of the resolution of laser treatment. When with set
resolution, more energy of the laser can be applied on material
with the extension of pixel time. To conclude, the laser
technique has a high potential to achieve surface treatment with
shibori patterns different shades of color effects on garment as
it is an environmentally friendly process and can make diverse
surface appearances without involving chemicals and water for
fashion design.
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