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Experience
the activity;
perform,
doit

2.

Apply
what was learned
{0 a similar or
different situation;

Share
the resuits,
reactions,
observations

publicly

Generalize
to connect the
experience to

real-world

Process
by discussing,
looking at the

expariencs;
analyze, reflect
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Design Element: . Design Principle:
Line Emphasis and
Proportion

1wous Line

ts and then your hand
tour: j-method.

1. Selectan object from the kitchen or tool box. Place the object
on the table in front of you. Move the object to the left and
then to the right of you. Notice how the object looks different
from different angles or positions.

Place the object where you can see it and your
paper just by shifting your eyes without moving your
head.

p 3 Begin drawing by locking closely at the outline of the
' object. With your pencil on the paper imagine that it

. is following the edge of the object. As you move your
/ eyes along the edge of the object, move your pencil

across the paper. Draw the lines, folds or creases
that cross the object too.

4. Focus on the object more than on your paper and
try not to pick the pencil up.

Do 2-3 drawings of the object from different angles.

12



© What details of the object did p
you notice in the drawing? 1 A0

@ How did you create different
characteristics of line with your

1. Do a biind contour drawing of
your hand without looking at the
paper and without lifting your
pencil. Start at the bottom of the

pencil? paper and begin with the outside
® How did you use lines to emphasize a,pa edge of your wrist.
of the object? /‘(\ 2. Pose your hand in several different positions
@ How difficult was it to keep the gir’aﬁin A and draw. Each time focus on the outline of your
in proportion? N /q { ) hand and the cross contour lines. Double back
) % when drawing the cross contours. Your line

should be continuous throughout the drawing.
The end resuit doesn’t matter as much as
noticing the details of your hand.

@ What was the difference in your approach
to drawing between the contour drawing
and the blind contour drawing?

©® How did you keep focus on drawing during
the blind contour drawing?

@ How did you keep going to finish several
blind contour drawings?

® What are the tasks you do between schooi,
chares at home and clubs you belong to?
How do go about getting everything finished?

Do your sketch in your book or add the
skelch sheets. Be sure to dale them
to show the progress of your work.
Consider answerlng the Reflect and
imagine questions in a sketchbook,

Activity written by Maureen Toomay.



Design Eiements: Design Principle:
Form and iine _ Rhythm
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1. Make a value scale in your
sketchbook. Draw five connected
boxes each 1" x 1", Leave the
first box white. Using a 6B pencil,
shade the second box as light
as possible. Color the third box
a little darker, and the fourth box
darker yet; the fifth box black.

2. Shade using one of the techniques above.

3. Do a second vaiue scale using
a different shading technique.

Draw a circle, square cylinder, and cone in your
sketchbook, one per page.

Use the value scale to make the shapes appear
solid or three-dimensional rather than fiat.

Remember to shade according to the contour
of the shape. Use two techniques.

Pretend that a light is shining on the forms from
the right. Add a shadow that the shapes would
cast.

S TN

@ What types of lines did you use
on the value scale?

@ How did using a different line
change the value scale?

© How did the shading of the shapes make them
three-dimensional?

© Which direction did the forms cast a shadow?
@ How did you create a shadow?

1 a sketchbook.

ii /bi{

Aclivity written by Beth Saxton,.

/ }-_exéﬁ Latpe

Draw the two value scales and four forms
in your sketchbook. Add your fruit drawing
to the skeichbook. Consider answering
the Reflect and Imagine questions in

1. Select an object such as a
piece of fruit, mug, or dish.
Place it in front of you.

2. Shine a lamp light on the
object. Select the direction
from which the light shines.

3. Using a pencil draw the object outline. Keep your
eye on the outer edge of the object as you draw.

4. Add value to give the object form. Use a
shading technique that suits the texture
of the object.

S. Add the shadow the object is casting.

© What did you find most interesting in
creating the drawing?

® Describe what you find most interesting
in your drawings using terms learned in
this activity.

© Why did you choose to learn to draw?

© What goals fo do have for learning to draw?
How will you make your goals happen?

© Do you have goals for other things that
interest you?

@ How will go about making those things
happen?




Design Elements: Design Principle:
Line and space Proportion




1. One-point perspective- Find an
interesting place either inside in
a long haliway, or outside where
a street and/or sidewalk is visible.
Recreate the area you are
observing using one point
perspective.

2. Start with the eye leve! line and construct the

vanishing point. A ruler will help to construct nice

clean lines. Horizontal lines will be parallel while
vertical lines will recede to the vanishing point.

3. ‘Two-point perspectives- Choose an interesting
location outside with a view of a corner of a
building.

4. Start out with the eye level line, placing a
vanishing point on the exireme right side of the
page. Then place your second vanishing point
on the extreme left side of the page. Both
vanishing points will be about an inch away from
the edge of the page. A horizontal line will
intersect the two vanishing points. All orthogonal
lines will connect with one of the vanishing
points. All vertical lines will stay vertical. Use a
ruler to make nice clean lines. Make a replica of
the architecture that you see.

5. When you have completed your first two
sketches, pick the most interesting piece.
Clean up any stray lines; add a touch of color
to the whole piece or just to emphasize an area
or region. Be creative. Use any type of pastel
or paint. Work from your original sketch or create
& new one.

_hgrlzoa‘\‘}ﬂ\

© What was the hardest part of
drawing a picture in perspective?
@ How did line and use of space
work together to give a sense
of perspective?

® How did measuring help perspective in the
drawing?

1. sitin front of a bookcase.

€ 2. Determine which shelf is at eye
level and make this the vanishing
point.

3. Draw the vertical lines first.

4, Draw the horizontal lines.

5. Draw the items on the bookcase keeping them
in proportion to the book shelf.

&

What challenges did you have with
perspective drawing? How did you find
solutions?

Name another challenge you have at school,
with family or friends.

How will you go about finding solutions
to this chailenge?

Can this process be described in steps?

Are there similarities in steps you take to
seek solutions in drawing to your other
challenge?

ketchbook or add your best
drawings to the skelchhook.
Conslder answering the Reflect
and imagine questions in a
ikelchbook.

Aclivity written by Haley Goodwin and Maureen Toomey.




Design Elements: Design Principles:
Line and space Emphasis and
proportion

by-fitling the drawing to the paper size.

1. Trace a round object onto a sheet of drawing paper. Use a
wastebasket, an ice cream bucket or use a compass to make
a circle. Cut it out. The dimensions of the paper determine the
size of the circle.

2. Look at your circle carefully. Taking advantage of the circle shape consider
what image would fit well in a round shape. Perhaps a kitten rolled up with a ball
of yarn or raindrops drawn in an abstract style? Also consider where on the
paper fo draw the image —in the center of the circle; repeated around the
edge like a bordet; or in pie-shaped spaces around the circle.

3. Draw the image that you have selected using as much of the space as feasible.

18



& What size of image do you

usually draw? Do you draw ; ; iy, D1
that size because that’s the 1 Is at least 2'x 2'. Tape several

size of your sketchbook or = P apers together if needed. i
paper? 2. Consider what image would fit

@ How did you use lines to fill the space? well in the large space. Draw

1. Drawon a piece of paper that
(7

the image.
® How IS your drawing proportioned to the 3. Draw on a pisce of paper that is no more than
circle? 4" x 4", Consider if you will draw only one part
© What feelings are expressed in your of an image or the whole image in the small space.
drawing?
@ What feelings did you feel as you drew? ® Describe how you used the large and small
Are these the same feelings expressed paper.

in your drawing?

© What changes did you make in your normal
drawing style?

@ Did you make your drawing larger or did you

filf up the paper with more images?

How does an artist communicate when only

showing a portion of an image in an artwork?

What are other times at school, at home, in a
club or with friends do you communicate without
using words?

What are appropriate ways to convey your
thoughts and feelings non-verbally?

N2 Entry
elect your hest drawings on a variety of
papers and add them {o your skeichbook,
Conslder answering the Reflect and Imagine
questions in a skelchbook.

Activity wiitten by Beth Saxton,



Design Elements: Design Principle:
2, Color and line Emphasis and unity

and use turpencid
stitite)_to blend the colors.

1 1. Practice several sketches using colored pencils and turpenoid.
Begin with a sketch of the sky. Think of the colors you'd like
to use. They don't have to be real sky colors.

e ' = 2. Colorin the areas of the sky. It does not need to be colored
in precisely.

3. Working in a well-ventilated place, pour a small amount of turpenoid into a
container. Turpenoid evaporates easily so pour out only a small amount at
a time.

4, Wrap a colton cosmetic sponge around your index finger. Gently dip it into
the turpenoid to moisten. Use just enough turpenoid to blend the colors
without soaking the paper. Rub over your drawing and see how the colors
change.

5. Add more colored pencil in areas that need it. Then rub them again with
turpenoid. Try rubbing in a pattern that may give some texture to your
drawing.

6. Consider adding lines without blending them in areas where you want
emphasis.

7 Try adding white and other light colors over some darker colors. What
happens?

8. Use the cotton swab dipped in turpenoid to blend in some small areas.

20




@ What colors did you plan in
the drawing?

@ How did you use lines to
emphasize a part of the sky?

Plan and complete a colored pencil
drawing. Start with a line drawing
before adding color. Consider the
colors you will use and how blending
will emphasize an area. Use

@ How do you keep the CO,I)WS turpenoid to blend the colors.
where you wanted them Consider how blending will give
© How did blending affect the colors? How the drawing unity.

did blending affect the lines?

© How did using color help create harmony
or bring the parts of the picture together?

@ Describe the process you used to solve the
problems of using color pencils and turpenoid
to create your drawing?

@ Can you break this process down into steps?

@ Think of challenges you face every day at
school, at home, as a member of a club or
with friends. Can the steps you used to find
solutions when doing art work with other
challenges?

Praclice skelches In your haok or add the sketch
Wt sheets. Be sure fo date them to show the progress
ob\t’ of your work. Consider answering the Reflect and
v ° imagine questions In a skelchbook.

Aclivily written by Beth Saxton.




Design Eiements: Design Principle:
y Line and texture Emphasis




1. Choose several anlmals and declde on thelr physmal essence.

2, Don’ t draw an outline around the edge of the ammal lnstead draw
a few lines or. dots that lndlcate |ts essence :

3. Add a few more lines that fill in some of the most lmportant detalls
It'is not necessary to add all the" lines that you know are part of the
animal, A few. well chosen imes may commumcate more than alt the
ines drawn in.. -

h Plan out a pen and ink. drawmg on -
a subject of your choice. Consider -
how you will use lines to create T
_ texture and emphas' ‘

] What lines did-you use in the
drawing? ‘ _ '
@ How did you use ]mes to i
emphasize a pait of the ammal’? fLA " ’ »
& What type of iines created rexture_? L e What goals do you'have for creatrng 'texiure
v P [ with drawing technlques you ha\(eilearned’?
e “How will you make your: goals hay :pen?

o Descrlbe -your plan for maklng yoor goals o
happen‘? . O

95 Think of a goal for another area of your life.
What steps in a plan would help you make
tihe, goals in other areas of your life happen?

Practice pen and ink skerches in your baok
or add the sketch sheets. Bs sure to a‘ate o
them to show the progress of your wark
Consider answering the Reﬂec:‘ and Imagme
quesfrons in a sketchbook

Activity written by Belh Saxton.




Design Element:. Design Principles:
Line Variety and rhythm




1. Get your writing utensils 9. Once you see uniformity in your strokes practice
ready and all of the necessary writing letters “B, C, D, G, J, O, P, Q, R, S,
materials. Use lined paper or a and U”. Write several sheets of each letter.

grid. Practice calligraphy paper 10. Now, practice writing
is available at art stores. several sheets of

Work on a 40-60° sloped surface. Tape the each lower case
corners of the grid paper and writing paper letter.

to the surface. 11, on a clean shest of
Hold the pen in your hand, with the tip at a paper, write your full
45° angle to the paper’s edge. Only your little name in calligraphy.

finger and wrist should be touching the paper.
Do not rotate the tip, as it will change the
thickness of the lines.

Make each stroke by puiling the pen towards
you. Never push the pen away from you.

Practice writing several sheets of vertical strokes
of equal length. Try to get one row of evenly
spaced identical lines.

Practice writing several sheets of short horizontal
strokes, like crossing a “t”. Strive for quality
of line thickness and equal spacing.

Once you see uniformity in your strokes,

i #

T mmainnnimiiiie -

i
AR

i

practice writing letters “A, E, F, H, I, K, L, M,
N, T, VW, X, Y, and Z”. Write several sheets
of each lelter.

of line quality did you have?

© How did the line guality
imprave?

@ Which letters are the hardest to write?

© What was the hardest part of using a calligraphy
pen?

® What did you like most about writing in a
calligraphic style?

£

always striving for uniformity in line thickness
and spacing.

 00000000000000000 || 7
1 10a0000000000000 Sieihbock
* 00@@6?@@0@@0000 | Mount your callfgraphy name and

poem on mat board and add them

to your porifolio. Consider answering
the Reflect and Imagine quesiions in
a skelchbook,
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1. Using a brush and black watercolor or ink,

practice making lines. Dip the brush in ink and
pull the bristle against the jar edge to form a mw
point. Hold the brush at the ferrule vertically PR Rt

above the paper, rather than at an angle. Lightiy

move the brush across the paper. Notice, that i g S
when you push down, the lines become thicker. NI o A
Using just the tip of the brush produces a thin

line.

2. Using a brush, write the alphabet. Keep the
same style throughout the letters. Practice
until you see uniformity in the letters.

3 Using a brush, write a short poem or your family
members’ names.

4, Try writing Japanese character with either
a brush or pen.

@ Calligraphy takes concentration and patience.
What did you do to stay focused on doing

calligraphy? . vi

@ How else can you use calligraphy to create Loy Life ¢ ‘;
P

| s § ,

art?
@ Describe the steps or process of how you
stayed focused?
@ Think about other areas of your life (school, -

home, clubs or friends) where you need
to concentrate and be patient. Name one.
What process or steps would help keep your

concentration or patience in that situation? r_u_g__""
INGS

=ER

:

Acknowtedgement: Japanese characters by Japanese
exchange student.

Activity wiilten by Haley Goodwin and Maureen Toomey.






© What other interests do you have that
easily keeps your attention and focus?

© Think about something you need to do that is hard
to maintain concentration. What are things you can
do or ways you can remain focused in this situation




Sketchbook

Jse your sketchbook 10 capture
your fiber designs. Sketeh designs
in your pook before beginning.
Color the skeiches to get an idead
how the fiber colors will work
together. Photographs of your
fiper artwork can pe added along
with the skeiches showing your
progress. A separate sketchbook
with a loose binding is helpful,
allowing fiber samples to be taped
into the book.







Design Elements: Design Principle:
Color and space Balance

1.

Selecting and Collecting Wool

Collect 100% wool for felting from friends and family who sew.
Explore second-hand and used clothing stores. Look for coats,
suits, panis, skirts and outerwear with a 100% wool label. Select
a variety of colors. Dark blues, blacks, brown, maroons, greens
and plaids are easiest to find. Light and white are a rare find.
Other sources for used wool are rummage and yard sales,
consignment, and military surplus shops. You may also purchase
wool from fabric stores; however, this is most expensive. Select
lightweight wools for the appliqués. They are found in dresses,
shirts and pants. Heavyweight wools work well as the foundation
of the project. Coats and outerwear are often made from the
heavyweight wools.

Sort the wool items into piles by similar colors: navy, black and
brown together, red and purple together and light colors in another
pile. Trim off the selvage if using wool yardage. The selvage will
not felt like the rest of the yardage because it is of a different
weave. Take the wool garments apart at the seams using a
seam ripper and scissors. Cut away all lining fabric and buttons
before washing.

31




Felting Wool Appliquéing

3. Place each 9. For thread select either embroidery floss or
one of size 5 pearl cotton that enhances the design.
the sorted Contrasting floss/pearl cotton helps the felted
wool piles pieces standout while a matching thread blends
into the with the felted pieces or the foundation. Using
washing both contrasting and matching thread colors
machine. gives variely to the overall design. Embroidery
Wash floss comes in a variety of colors and is
the wool inexpensive, but softer and may not wear as
on the long. The floss works well if your project ends up
hottest as wall or table art. Pearl cotton is sturdier than
and floss, has sheen and

makes a nice edge.
It comes in few colors,
but it wears well if your

longest wash cycle and
rinse with cald water, Use a minimal amount of
water so that the wool is crowded in the washer.

One or two wash cycles will be enough to felt project ends up on the §§,T;r,
the wool. During the rinse cycle check for floor as a rug. D
colorfastness, meaning the colors will not bleed 1), s working with floss
or run. If the wool is not colorfast, try two or three separate it into three
washings. You may also try setting the color by strands, and then thread
adding /2 cup vinegar and "4 cup salt to the a size 7 embroidery
wash. needie. Use a size 5

4. Dry the wool in a dryer on the longest and hottest needle for pearl cotton. Blarkek
drying cycle after each wash. Clean the dryer fint Cut either thread to 24" Loy Stitn

lengths. The needle eye L1 :
should be large encugh

to accommodate the

thread.

11. Begin stitching felted pieces to the foundation.
Work until the entire first layer pieces are stitched
in place. Add the second layer pieces following
steps 9—11. Add the third layer pieces in the
same manner.

trap between each drying cycle.

Preparing Foundation and Appliqués

5. Start with a mat foundation by selecting the largest
felted wool piece, about 18" x 24". A smaller or
larger size is fine. Cut the foundation using a
straight edge ruler or quilter’s ruler and a rotary
cutter.

Design your project. Select the shapes of the

felted appligués for the top of the mat. When
planning, you may want to have several layers
of fabric to create texture and depth. Keep
corners at 90° and edges rounded. Sharp points
are difficult to stitch around. Select two to three
different shapes and repeat the pattern on the
foundation piece. Consider the total space of the
foundation by arranging the pieces so that the
space is used evenly, but not crowded.

To create the pattern pieces lay a transparency
over the piece and trace with a permanent
maker. Cut out the pattern transparencies.
Lay them out on the various pieces of felted
wool fabric getting the best fit using the least
amount of fabric. Remember, you may be cutting
multiple pieces of the same pattern, so plan
carefully. Using a ballpoint pen, trace around
each transparency. Cut out the feited pieces
and set aside. Continue tracing and cutting
until you have all the felted wool pieces cut.

On the foundation, lay out the first layer of design
pieces. Pin in place.

32

12. Back the project with a heavy duck or canvas

fabric. It is necessary to cut the backing fabric one
inch larger in length and width than the foundation.
Fold and press with an iron the backing fabric
edges /2" towards the wrong side of the cloth.
With wrong sides together, blanket-stitch the
backing to the foundation.




& Which colors were the hardest

to find when shopping? 3. Cut out the design. With a coof iron flatten
@ Compare the different types the paper design.

of wool before and after felting.

Which wools feited tightly and

which ones did not?

@ How did you develop your design? Did you
select one layer? Two, or three?

@ When laying out your design, how did you
achieve balance?

@ How do the colors you used and the design
reflect you?

1. Try creating
€& another appliqué

with more
details. Add
three layers to
the foundation.
Or, try using a Hawailan

inspjred design. Hawaiian 4. Follow step 711 above.

designs are a four-quadrant ; . .
design with the pattern ] 5. Use two new stitches on the felted pieces.
repeated in each quadrant. i

Traditionally, a floral pattern : @ How was the second artwork more of
is used. a challenge than the first ona?

7. By folding a square piece ® What other ways can the appliqué process

of paper into quarters, a four- be used?
quadrant design is formed. @ How does the artwork express something
Then fold one more time about you?

on the diagonal so that you
have a triangle shape. Draw
a simple design along the
longest side (fold). The paper
design is now your pattern
piece.

@ How else do you express something about
you without using words?

@ Are you projecting the qualities you want
to other people to know about you?

<27 Sketchbook
\‘ﬁ%g} Entry

Save samples of the wool fabiric

orain becaysa the ibers

hefore and affer falfing and fape cglanaEERe - o
smalted i i

into your sketchhoak, Label e ?_gﬁr_?e:f _gﬁg&f‘ ﬁﬂig

“hefore felting” and “after felting . ﬁgﬁ@g@ﬁé@]{‘g

Draw your deslge for the lirst

artwork In your sketehbook. Through creation and imagination I:

[ Selected several colors of wool fabric.
{1 Felted wool.

{1 Used color and space in the artwork
to create batance.

(] Designed an ariwork that reflects me.

Bhotograph your feited artvork
and add the phofagraph fo your
sketehboolk. Consfder answering
the Reflect and Imagine questions
in g skelchbook,

Acknowledgement: Textiles Properties and Behavior,
- Edward Miller, Theater Arts Books, New York, 1968.

Activity written by Maureen Toomey. 33



Design Elements: Design Principle:
Form and texture Unity

In the Studio: Using cotton
linter pulp, create forms by
castling or shaping.

Life Skill:
Problem sclving

Youth Qutcome:
Uses cognitive abilities
and processes to find
solutions

National Art Education
Standard:
Understanding and
applying media,
techniques, and
processes

Materials:
[] Cotton linter sheets

(1 Blender
] Water
[ ] Sieve

1 A variety of terracotta
or porcelain molds

[] Powder paper clay,

glue, liquid starch . .
{white) Your @h;&ﬂ@ﬁg@ ng molds and shaping
[} Paper towels Experiment with cotton Imt:r f:, tge sotion with colored
; phan
[J Cooking spray ihe linter t0 form bowls. §r|ed flowers etc. 10 make a

S%‘:’g?e pencﬂs threads, 1l0ss,
] Oven unigue creation-
[ Colored pencils, soft
(] Small bowt or
containers
] Optional —threads,
floss, sequins, paper
dots, dried leaves
or flowers

34




1. Tear a cotton linter sheet 8. Press the pulp

pe (approximately 5" x 8") into 1" into the mold
N pieces and place in a blender. with a sponge.
%. Add approximately one quart Wring out the
of water to the blender and soak sponge and
linter for 15 minutes. repeat removing

3. Blend until the linter forms a fluffy pulp. Add Z: Lnolgi‘b‘i‘fter

1 teaspoon powdered paper clay, glue or liquid
starch. Blend on high for one minute.

4. Working over a sink,
pour about one cup
of pulp into a wire
mesh strainer,
draining off the
water. Set aside.

9 Add pulp, as needed, so that the mold is
completely filled and level. Repeat step 8,
if necessary.

1. Using a towe!, press the pulp firmly, extracting
the last bit of moisture
and ensuring that the pulp is pushed
completely into the maoid.

11. Place the mold on a rack in a 150° oven
for about 2 hours to dry.

5, Spray the terracotta mold with cooking spray 172. When the pulp is completely dry, remove the
and wipe clean. Although the mold should mold from the oven. Cool, and gently pry the
appear clean and not oily, there will be just linter out of the mold, using the edge of a
enough oil left behind to coat the mold. knife if necessary.

. Place the mold on a folded towel. i3, Lightly color details of the form with color
7. Gently scoop or pour the pulp into the mold. pencils.

@ Describe the details of the cotton linter form(s).

@ Describe the texture of the form(s).

@ What was the hardest pait in using the cotton linter?
& What did you add to the form to create unity?

35



1. Make another batch of cotton
linter puip following steps 1-5.

2. Taking a small handful of pulp,
press it against the inside of a
bowl, adding pulp as needed in
order to cover the entire surface.
The top edges may be jagged.

Lay threads, floss, sequins, paper dots, dried
leaves or flowers on tap of the pulp, creating
a design.

Press the sponge against the pulp, scaking up
the excess moisture, and wring the sponge out.
Repeat so that the cotton fibers mold together.

Air-dry for several days.

When dry, gently pry the cotton linter from the
sides of the bowl.

How is the texture of the bowl! different from
the forms?

How did you go about deciding on what
forms, bowls and decorative objects to use?

How can you use this process to create
a different type of artwork?

Try to identify and name the process or
steps you used to make your choices.

Think about other parts of your life where
you make decisions. How would the process
or steps you identified to make decisions
about your linter project help you make
decisions in this other situation?

@

&

You may use recycled paper instead of
cotton linter, following the same steps as
above. However, the forms will be hard
and brittle with less texture.

vt

0

interesting cotton linter artwol
and mount them on sturdy
cardstock or mat board, Seiec
your favorite bowl, photograph :I'
and add the photograph to ya'u_f
sketchbaok. Consider answerr’ﬁg
the Reffect and Imagine quesﬁbﬁ
in a sketchbook.

Acknowledgement: Introductory Textile Sclence,
Marjory L. Joseph, Holt, Rinehart and Winston, 1977,

Aclivity written by Maurean Toomaey.

36

Learning
Indicators
Through creation and imagination I:

Figured out how to best shape the pulp
in order to fit the molds.

Used texture and form to create a sense
of unity in the arfwork.

Tried using additional materials to give
the artwork unity.

Identified steps to find solutions to
challenges that could work in other
situations.

a o 0O O



il

in the Studio: Using dye and wax,
create a unique fiber artwork.

Life Skill:
Communicating

Youth Outcome:
Integrates feelings,
thinking, and actions into
social competence

National Art Education
Standard:

Using knowledge of
structures and functions;
Understanding the visual
arts in relation to history
and cultures

Materials:

[] Muslin, natural color
100% cotton fabric,
washed to remove
sizing and dried

(1 Wooden frame or
embroidery hoop,
approximately
10" x 13"

{1 Thumbtacks

{3 Pencil

{1 Cold-water dyes
(three colors)

(1 Large tubs for dyes

[] Paraffin or beeswax
(may be a mixiure
of both)

[[] Tongs

[1 Brushes for wax
or tianting tool

[ Electric skillet or
small crock-pot

[1 Cup cake tin

[} lron

{7} Rubber gloves

{1 Newsprint

" the Far East, Middle East and Central Asia. These samples date to 2000 - -
* 'years ago. The hame batik comes from the island of Java. The Javanese

~ word “tik” means to dot. Batik involves a process of waxmg a design on
.'-r;:fnatural fiber fabric and dying the cloth. Where the wax is, the dye does
~: not penetrate the fabric. A second and third round of waxing and dying -
- produces a unique design. The wax is then removed Ieavmg a'beautrtut
- intricate artwork. This method is called wax_ reslst o

2--;..Java an ls!and of Indonesra is best known for batik. Cotton beeswa and
- plant dyes are readily available for: batiking. Along the coast, trade from
_ China, India, Arabia and Dutch colonies infiuenced designs. Javanese. batik is
o =accomplrshed by using two different methods. Using a canting tool, & small_

;:;jfcopper cup with a bamboo handle, hot wax is dripped and drawn on ‘cloth
- ‘creating a desrgn Javanese womnen traditionally use this wax resist: method_

- .while the men use a oopper—stamprng too! dipped. into hot wax and’ pressed .-
+onthe c!oth The desrgn is. repeated and stamped on both sides of the cloth.

-_'Many parts of Atnca use batrkmg to decorate textlles Nrgerra and Matl have? -
- “the most. skrllful batik artists. The Yoruba people of Nigeria, create adire -
~clothes using a paste resist method. Rather than using wax, a paste made_
- from the cassava plant is applied to the cloth with a fine bone, comb-like -
- stick, or forced through a thin metal stencil. The use of this stencil, allows for:
* repeating the process across the cloth, creating a uniform. pattem The Mali. -
. Bamana people weave narrow cotton strips of. cloth. The cloth is dyed. ye[tow %
~and then river mud is applied which tums the desrgn dark brown. The yellow
dyeld is. then_ femoved by bleachmg the non- -mud areas of the cloth thereby i

Design Elements:
Color, line and shape

Design Principle:
Emphasis

-A_I‘flS_., Notes - Orrgms of Batlk

atik _|e anold art form practlced in many. countnes ‘across the gtobe
s difficult to say where batik originated, but most likely Asia.”
Ancient samples of clothing with batik designs have been found i rn !

Safety Wear g!oves when dymg to avo:d exposrng skm to the, chemlcals in
he dye bath. Extrems care ‘should be taken when working with liquid wax,"
“skillet and iron. Hot wax or paraffin may give off toxic fumes and can cause
“reactions in asthmatic youth. Work in a well-ventilated area or set up your
- workstation outside. Wax and paraffin are very. ‘volatile. Keep a close watch -
on the temperature seiting. Don't overheat or boil the wax. If the wax begrns i
0 smoke, turn off the heating source for a few minutes. ‘When ironing wax
~out of the cloth work in an open area keepmg a'careful watch on the lron

| Your Challenge

pber artwork using dyes

and wax. The wax resist
design. Keep in mind when ut\.:rciawcge
e colors. For example, it go e
is blue, you will end up wit t%o on

k from ihe lightest color firs

Create a unique fi
method requires P
colors are mixed,
color is yellow 2
your design. Wh
darkest color.

Janning of the
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. Lightly draw a design on the
piece of muslin with a pencil.

7. Stretch the muslin across a
wooden frame and hold the
muslin in place with thumbtacks.
Melt was in a tin using an
electric skillet and water bath.

Consider what dye =,

colors you want to /—‘* *3
use. Select two for \

your first batik. Mix

the cold-water dyes
according to E
manufacturer’s BN e

instructions. The .

base color can be the Tatks

natural muslin T e

{(cream). N

Dye small samples AN

ofythe muslin inporder Fame . °\

to test for colors. Wax \\ .

haif the sample then N

use these as your L g
color template. ) s
Practice applying (/ B )

wax on the muslin. /é‘—:--—:'fj’_’.f_:y’ 9,
If the wax is not Ny e

enough it will

penetrate the cloth immediately. if the
wax is too cool it will stay on the surface.

Remember, that any line
you want to remain a
cream color needs to be
painted with hot wax.
Use a tjanting tool or
paintbrush to create

the lines. Let the wax
harden.

Remove the cloth from
the frame and dip the
cloth into the first dye
bath of the lightest color.
Follow the
manufacturer’s direction
for dyeing length of
time. Optional: Wad up
the cloth, breaking up the wax, creating
creases and lines in the wax. The dye will
penetrate these creases.

Using the tongs, take the muslin from the dye
bath, then spread it on the newsprint or hang
to dry.
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Stretch the cloth across the wooden frame
and hold in place with thumbtacks.

Using the tjanting tool and/or paintbrush,
create the lines for any part of the cloth which
you want to remain in the lightest color. Now
you have two colors, the cream of the muslin
and the first dye color.

Dip the cloth into the second dye bath. Follow
the manufacturer’s direction for dyeing length
of time. Using the tongs, take the muslin from
the dye bath and then spread it on the
newsprint or hang to dry.

You may wish to wax the entire cloth now,
setting the final color or leave it as it is.

Place the batik muslin between three layers

of newsprint. Begin ironing the muslin with a
hot iron. Replace the newsptrint, both top and
bottom, as it soaks up the wax and very little
is left in the muslin. The muslin will still be stiff,
but the majority of wax will have been removed.
You may also boil a pan of water, add ‘s cup
dish soap. Next to it fill a large container with
cold water. Add the batik to the boiling water
for 2—3 minutes. Using tongs move the batik
to the cold water container.

e

-

The excess dye will rise

to the top of the / .

fabric. Rub off é

lumps of wax.
i

o
157




Doodie heve -

@ What types of lines did you use?

g‘;’% ® How did the colors change when
e wax was added?

& How do the lines, colors and
shapes create emphasis?

@ What was the most difficult part of this
project? The easiest?

& What would you do differently the next time
you batik? What would you do the same?

(% Entry
Add the color test samplss to
vour Sketchbook, Photograph
voitr batik arfvork and add the
photograph to yaur skefchbaok,
Cansider answaring the Reflect
and lmagine questions in a
shetehthook,

Activity written by Maureen Toomey.
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1. Follow the same step as before,
except, use a metal cookie cutter
dipped in hot wax and stamp it
across the cloth like the Javanese
men do.

Z. Try using paste, purchased from an
art supply company, to create paste
resist batik like the Bamana of Mali.

3. Search the Internet using the word batik. Read
about different methods of batiking around the
world.

@ Locate Mali and Java, Indonesia on a map.
9 Why might they use cotton cloth to batik?

@ Describe any thoughts, feelings or action
conveyed in your batik?
5 & What are other situations in your life where
' you communicate without speaking?

@ What are appropriate ways to communicate
the message you want to convey without
speaking?

1 1ho Carpa

; S Hlan
LRI reginn

Learning
Indicators
Through creation and imagination I:
Used lines, calors and shapes in my batik.

Created emphasis in my batik using several
elements.

Communicated an idea to others.

oo 0O

Learned about the history of batik and the
cultures that have mastered batik techniques.



Design Elements: Design Principle:
Color and Texture Pattern

In the Studio: Set up a lap
loom and create a weaving.

Life Skiil:
Self-motivation

Youth Outcome:
Thinks for oneself and
makes necessary effort
for action

Nationat Art Education
Standard:

Using knowledge of
structure and functions

Materials:
[] Lap loom
] Warp yarn or string

] Weft yarn, string,
ribbon, ete.

[ 2 shuttles

[ Scissors

[ 2 shed sticks

{3 Ruler

{1 Crochet hook,
size 3—11

[] Large blunt needle

Your Challenge -
Follow the steps for Warping & Lo

ith weaving.
xperimenting Wi
Ligngns 1 colors and types of yarnss
comfortable with the process,

are
Once You imagine section, A Variety

explore the
of Weaves.



%

Bhutlle the Weft

6.

Weaving Row One

A

Warping the Loom

1. Begin by tying the warp
to the first peg on the Beginning Knot
top of the loom. Tie it o

with a single knot and

leave 2" of thread
hanging.
Wind the warp down around the
bottom first peg and back up to the
top first peg. Do this twice so that
the edge of the weaving wili be
stronger.

Take the warp back down to the
second bottom peg, around it, and
back to the top of the second peg.

[ T

4l a5009008 8050007 -{:P AR OO0 o e 0000508,
. . H L]
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Continue wrapping up and down
around the pegs until you reach
the last peg. As you wind the warp,
keep the tension tight and even all the way
across.

Again, wrap the warp around the last peg to
give the weaving edge strength. Tie the warp
off on the last peg, leaving a 2" tail.

Wrap weft yamn around the shuttle. Do not get it
too thick or the shuttle will not pass through the
shed. More yarn can always be added to the
shuttle.

You may begin from either the right or left side of
the loom. With the lap loom in front of you, pegs
at the top and bottom, slide the shed stick under
warp 1, over warp 2, under warp 3, over warp 4,
etc., all the way across. Turn the stick on edge
so that it opens up the shed. This is shed #1.

Pass the shuttle through the shed to the other
side. Leave a 3" tail. Tuck in the tail between the
warp. Flatten the shed stick and beat the weft.

Slide the shed stick up to the top of the foom.




Weaving Fow Two

18. Row two begins on
the opposite side of
the loom. With the
second shed stick,
make a shed by
sliding it over warp 1,
under warp 2, over
warp 3, under warp
4, etc. all the way
across. Turn the stick
on edge. This pattern
is opposite of the first
row. Pass the shuttle
through all the way
across; beat the weft
-into place. Pull out shed stick 2.

Slide shed stick 1 down to the middle of the
loom, turning it on edge to create another
shed. Turn the shuttle around and begin again.
Remember to beat the weft after each pass
to keep the weaving tight and uniform. Note:
Shed stick 1 stays in the warp. Shed stick 2
is always woven through the warp and puffed
out each time the weft passes and beating

is completed. Avoid creating an hour glass
shape at the edges. Keep the weft slightly
loose at the end of each turn, leaving a loop
on the selvedge.

172. Continue weaving by making a shed, passing
the shuttle through and beating down the
weft. Note: This is a plain weave.

Row 1
) || Tuek i

"I Row 2

Row 3

11

«

Switching Weft Colors

1 3. Wrap a second shuttle with a new color of
yarn.

14.70 begin a new color, overlap first color with
the second color weft several inches from the
edge.

15, Pass the second shuttie through the shed and
continue weaving the desired number of rows.

1 6. Another option is to start a second shuttle,
and weave one shuttle at a time, alternating
between shuttles. The two colors interlock at
the edges. This creates a vertical bar weave.

Pl wer®

Finishing the Weaving

17, Weave as close to the pegs as possible. You
will need to remove shed stick 1 when the shed
becomes too small to pass the shuttle.

1 8. On the last pass, leave a tail of weft. Thread the
tail into a needie then stitch the weft discreetly
into the weaving.

19, Gentiy lift the warp off of each peg, starting
at one side and working across the loom.

20. Using a crochet hook, PR
carefully slide it up /
through several rows
of weft and grab the {)
outside warp at the 8:; Crothet
corner. Pull the warp, - Bock
which was tied to the
outside pegs, down
through the weft.

Do this at each corner.

Each loop of warp can
be stitched into the webl Cul; and Tie
weaving with a needle

and thread, or they can

07\%
be cut in half and tied ( >

together. Fringe may also be added to the ends.

24

L

Weaving Tips

@ Pass the shuttle through the shed at a 45° angle.
This allows you plenty of weft yarn to cover the
warp.

@ Start the beating from the same side as where the
weft was started. This will help keep the weft uniform.

@ |t takes practice to keep the weaving edge
straight. Do not pull too tight when passing the weft
through the shed. Also, don’t leave a large loop at
the end of the weft making the edge ook lumpy
and too loose.

® Describe the texture of your
{ weaving.
@ How did the colors and thickness

of the warp and weft threads work
together to create a pattern?

@ What was the hardest part for you in setting
up the lap loom?

@ What would you do differently the next time
you use your lap loom?

@




1. Plan out a second weaving. Try
using several different weft threads
to create a variety of texture.

Z. Warp the lap foom.
3. Use two of the following weaves.

1o

A Variety of Weaves:

&

Basket — This is similar to the plain weave except
that you begin with over 2, under 2, over 2, under
2, etc.

Twill — Begin weaving with over 2, under 2, over 2,
under 2, etc. in the first row. The second row is
under 1, over 1, under 1, over 1, etc. The third row
is over 2, under 2, over 2, under 2, etc. The fourth
row is under 1, over 1, under 1, over 1, etc.

Herringbone Twill - Begin weaving row with under
1, over 3, under 1, over 3, etc. The second row is
over 3, under 1, over 3, under 1, efc.

2 Color Dovetail - In one direction, pass the
shuttle through the shed to the center. From the
other side pass the second
color on the shuttle through
the shed meeting the first color.
They will encircle the same
warp. Pull the shuttles up
through the web and rest on
top of the weaving. Start a
second shed. Beginning in the

shuttles in opposite directions
through the shed. Now there is
a shuttle on both edges of the
loom. Start a third shed. Pass
the shuttles inward towards the
center. Repeat the process.

2 Color Siit — Like the dovetail,
the two wefts in the same shed
meet but tum around separate warps.

2 Color SM:

- H;i' e _U

fn&ﬂoﬂkmg

a cenrury* :

Activity wri n by Maureen Toomay.

s @

interfocking Colors — Like the dovetail, the two
wefts meet in the same shed, except they interlock
between two warps. Color patterns can be created
with both the dovetail and interlocking weaves by
switching at the warp where the two colors meet.

How would you add a third color to the weaving?
Which weave was the most challenging? Why?

Weaving requires considerable concentration to
manage the loom, the weft material and controlling
the design to create the desired pattern. How did
you keep focused on your weaving project to get
the desired results?

Think about other areas of life that require you
{o concentrate. What motivates you when you
have a task you do not want to do?

Tape samples of the warp and weft threads
info the sketchbeook. Flan yaur second weaving
hy drawing the pattern with cofored pencils,
Consider answering the Reflect ard imagine
guestions in a sketchbook,

Learning
Indicators

Through creation and Imagination I:
[] Understand and can use weaving terms.
71 Warped the lap loom.

[ Used a variety of colors and thread types
to create texture and pattern.

[l Completed two weavings experimenting
with a variety weaves.



Design Elements: Design Principle:
Color and texture Pattern

le 1,
In the Studio: Learn a unique type
of weaving on an inkle loom.

Life Skill:
Self-motivation

Youth Qutcome:
Thinks for oneself and
makes necessary effort
for action

National Art Education
Standard:

Using knowledge of
structure and functions

Materials:

[7] Yarn or peart cotton,
several colors and
textures

[ String, cotton
[] Scissors

(] Darning needle
[ Inkle oom

[] Shuttle

Your Challenge @ jes and Warping

tor making mes
the Create steps rocess beco
Follow aving the p g with both

@ you start we
p L;o$w(1.r;iev e’éper;”\ﬁ;t;:ve a different
asi ac
color and yar o peatl COU, 520 ety of challenges.

ermn and p n
texturemilg ?’?\2 the warp that creates the desig
Reme

T
e
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. 1. Using cotton string, make 20-30
_-._:%;@;' heddles by cutting string lengths
i long enough to tie around pegs
2, 6, and 7. Tie in a square knot.

Set aside.

‘. Wrap the yarn skein into a ball for easy
handling. The best way to start the ball is to pull
the yarn out from the center of the skein.

3. Set the tension bar (Peg 1) on the loom in the
middle of its range.

Warping the Loom

4, Using a half-knot, tie the end of the yarn to
the tension bar. Leave a 12" tail. The yarn will
be untied as the weaving progresses.

5. With the yarn tied to the tension bar, loop the
yarn under peg 2, over the top of peg 3, down et
the back past peg 4, around the bottom of peg OQES\?'

5, bringing forward under peg 6 and 7, and back N

to the tension bar. For the second pass, loop
around the tension bar and go over peg 2, over
the top of peg 3, down the back past peg 4,
around the bottom of peg 5, bringing forward
under peg 6 and 7, and back fo the tension bar.
The warp threads are called cords. Note: The
yarn will go under peg 2 on the first pass and
over peg 2 on the second pass and then under
on the third pass, etc.

4. Sebbing up st yarn tord.

TR

Several passes




Heddles

. Drape a heddle over
each cord that passes
over the top of peg 2,
hooking both heddle
‘ends over peg 7.
The heddles will lie
between the tension
bar and peg 2.
Adjust the tension
as needed, The last
warp thread will have
a heddle.

7. Continue to warp the
loom, placing heddles
on the cords that go
over the top of peg 2.
The warp can be any 5 Heddle ¢ords
width as long as there TY
is an even number of
cords. The last warp
thread must be over
the top of peg 2.

8. Tie the yam off on the
tension bar, leaving
a long tail. As the
weaving progresses,
the tail will need to he
loosened and retied.

5. If you want to create
a pattern, use two
or three yarn colors,
tying each with a half
bow tie at the tension HnE
bar. 51 Warps and adding heddles

Weaving Through the Sheds
18, Set the tension bar to its tightest point.

1 1. Wind the waft yam around the shuttle. More yam
can be added as you weave.

12. Position yourself with the tension bar closest to
you. Sheds are created by pushing the unheddled
cords up or down between the tension bar (peg 1)
and peg 2.

46

13

14

-

15,
16

17
18.

19

Pass the shuttle
through the first
shed from right
to left. The
heddle cords will
be on top and
the unheddled
cords will be on
the bottom.
Leave a 6" woft
tail on the side.
Now, push the
unheddled cords
up, passing the
heddled cords
and creating a
new shed. With
the shuttle on the 13. Passing the shuttle through the sheds.
left, pass it through the new shed to the right.
Note; The second shed has the unheddled cords
on top and the heddled cords on the bottom.

Continue weaving the shuttle back and forth
through the two sheds. As you weave, catch the
wett tail and weave it with the shuttle. Soon it will
disappear in the weaving.

As you weave, use the beveled edge of the shutile
to beat down the welt as tight as possible.

After weaving 6—8", the sheds will become tighter.
Loosen the tension bar and pull the whole warp
towards you. Adjust the warp ends tied to the
tension bar as needed. Tighten the tension bar,
straighten the heddles, and continue weaving
until done.

Cut the weft and leave a 6" tail. Thread it back
into the weaving or tie it to the warp edge.

To finish the weaving,
cut the warp cords
removing the weaving
from the loom. Remove
the heddles and set
aside. Tie the warp
threads in knots with
tassels in order to

hold the weaving, or
machine-sew the ends.

Set up the inkie loom
again and try a variety | =
of yarns and peari 18. Cubting the warp
cotton.




@ Which of the 1. Weave 46 strips that are identical. Using a daming

%@%" gg;gg i?élat ed @‘@ needle, hand-sew the strip together to create a larger
the most -, Plece I
interesting 2. Sculpt a basket out of ; -
texture? several woven strips by

stitching them together in a spiral. Manipulate
the strips to form the bottom of the basket.

% What problems did you encounter when
stitching the strips together?

in using the inkle loom? ) ) A
. & Using an inkle loom is novei and to be
@ How did you use color a“ﬂ,’, successful, you had to closely follow the
texture to Create a pattern: instructions of this activity. What process
or steps did you use to weave several
strips to sew into a basket?

& How did you break the steps down and
allocate your time to help you be
successful?

@ Think about another area of your life where [nkle weaving stitehed £o
there is a difficult task. Describe the strategy ~ Yorm a badiet with felted

@ What color combination
worked best in the weaving?

& What was the hardest part

e
* G
ittt

"
o,
14y
.
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. ELATER Y NS

. wool bottom.
and how you would allocate your time to
approach this difficult task.
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Y Learning

Indicators
Through crealion and imagination I.
Warped the loom and added heddles.

1
[1 Used a variety of colors and thread
Il
O

small samples of the Hbers and tape into your book. Consider types to create texiure and pattern.

answering the Reflect and Imagine questions in a sketohboek. Wove several strips that | stitched

Acknowledgement: Pueblo Indian Embroidery, H.P. Mera, together, enhancing the weaving.

Dover Publications, New York, 1995. Originally pubtished by
the Laboratory of Anthropology, Santa Fé, New Mexico, 1943,

Activity wiitten by Maureen Toomey. 47

Identified ways fo allocated time to
complete tasks in other situations.



In the Studio: Experiment and
¢reate a collection of natural dyes. ..

Life Skil:
Problem solving

Youth OQutcome:
Uses cognitive abilities and
processes to find solutions

Nationat Art Education
Standard:

Understanding and applying
media, techniques and
processes

Materials:

(] 2 Large non-aluminum pots
or buckets (3-5 gallons)

("] Tongs

1 Wooden spoons

(] Measuring spoons and cups

[] Scale

[] Plastic tarp

[] Wire strainer

[3 Rock salt

[} Alum (ammonium aluminum
sulfate)

{7} Cream of tartar (potassium
acid tartrate)

[J Cider vinegar (acidic)

(1 Baking soda or ammonia
(alkatine)

(T} Rubber gloves

(] Dish soap

[] Water (soft preferably)

[] Towels

[] Fiber samples 12" x 12"
or small skein: white fabric-
wool, silk, inen, cotton;
yarn —wool; cording — cotton

{7 Hot plate

Design Pringiple:

Design Element:

1nterestmg to try makmg dyes from plants Dyemg with plants |s G
:a challenge because each plant reacts differently. Each dye material can
'yield varying colors, depending on the fiber, mordant, length of dye bath,
rtemperature and frxatwe ‘and there are many sources of natural dyes S

j Dyemg with plants consrsts of three steps Mordantlng the hber makmg

“the dye bath; dyeing the fiber. There are two types of natural fibers: plant—
‘based or.cellulose and protein-based or animal. Cotton, linen, flax, sisal -

-and ramie are cellulose fibers. Wool, leather and silk are, of course, .
-animal fibers. Plant dyes work best if the fiber is treated before dyeang, _
rather than during the dyeing process. Treating the fiber with a mordant
“helps the fiber achieve the brightest color possible, and this process = .
keeps it from tadmg over time. Mordants are metallic compounds such as
“aluminum, tin, iron or copper, and they are sold in a powder-crystal form. .
‘Mordants can also determine how the dye reacts to the fiber, resultingin -
several colors. This activity will use alum for cellulose fibers and alum
‘mixed with:cream of tartar for.wools or srlks Another way o affectthe = .
‘color of the fiber is to add vinegar (acidic) or ammonia (alkalize) which ..
.increases the color | range. When dyeing with tea or walnut shells, the =
__tlber does not need a mordant because the. natural tannins work Irke one. o

‘Before’ dyerng any fiber collect and store all the natural matenals S
“Collect material that is easily accessible. The chart (see page 50) otfers S

uggestions for a collection. Natural materials should never be collected . o
in public parks ‘national forests or reserves. Never.collect on private. land
*_wlthout permission, Many matenals may be stored in plastic bags and -
refrigerated or frozen until you have collected a Iarge enough quantrty
‘Other plants may be air dried and stored :

___Dyelng produces a dlversrty of colors rarely, erI two dye baths produce Y
the same exact color..Making a ‘dye bath from natural matenals is Wi
‘as easy as making tea, just boil the plant in water.to remove the color
‘pigments. The plant is usually chopped or crushed into small pieces .

‘and placed in a pot of boiling water srmmered for one hour The water _
‘is cooled. and stramed ready for dyemg L R
_afety Tools and eqmpment used for dyemg should not be used for food
_preparation. Itisa good rdea to work outdoors as some dye baths may :
‘have a strong odor o i

o following: mangolds,

. & c
T f%%&ﬁ.%@%g any of th -
yﬁﬁ i about expenmen‘tlngl Try using W;lnut shells of sunflowers. Wd % :
This activity 1 & low onions, 162, hollyhocks, d linen fabrics, and wool an |
clover tops, beets: ﬁ'ﬁ;s such as wool, cotton 5{‘“‘ 3'10 ;xpenment with the types o
i
dyeing @ Va“ety; ding. When dyeing, don't be alr& T ation, etc. %

and amount of

cotton yarn orc

e of fiber —woo!, sitk,

plants, and the typ
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Collecting Plants

1. Harvest the plant when it is at
its peak color. If no plants are
available, use materials that are
available at the grocery store.

2. Collect approximately 32 cups of material,
1 pound nut shells.

3. Store materials in plastic bags and refrigerate
or freeze, or air dry until ready to use.

Mordant Fiber Samples

4. wash the fiber samples in mild dish soap in order
to remove oils, dirt, and fillers (often added in the
production process). Cut tabrics into 12" x 12"
squares, or bundle a small skein of yarn before
washing. Rinse very well. Hang to dry. Note:

-Set aside several samples for dysing, when using
onions, beels and cranberries.

%, Wet fiber in cold water for several minutes.

Dissolve 4 tablespoons alum + 4 teaspoons cream
of tartar in boiling water. Add this to 4 gallons of
soft water and bring to a simmer and reduce heat.
This is enough for 1 pound of animal fiber. For
celfulous fiber, mix /2 cup alum with 4 gallons
water. Note: To make soft water add Calgon Bath
to the water.

7. ‘While wearing rubber gloves add the fiber
samples to the bath and simmer for 1 hour.
Remove from heat and let it set until cooled.

8. Remove the fiber samples, gently squeeze,
and roll them up in a towel in order to remove
most of the water.

2, Hang to dry. Note: When using vinegar, the fiber
is soaked in the solution after dyeing called an
afterdip.

&

Making a Dye Batfy

14 Crush, cut or mash appropriately for the kind of
material that is being used. Note: Amounts will vary
depending on the plant, but plan on approximately
one cup of plant parts in order to dye 1 ounce
of fibar.

1 1. Place plant parts in a dye pot, covering with water.

17. Heat for 1 hour in simmering water. Let stand over
night.

1 3. Strain off the dye bath and save in plastic jug with
lid.

Aecord in your akefchbook which fiber you used Afso, which one used & mordani,
Hacord the exact amount of natural material that you usad fo make the dye baih.
Place small samples of each Hber Into your sketchhook, noting the moardant and

fyvaing Fiber

14. Soak the tiber samples in warm water
for 30 minutes.

15, while wearing rubber gloves, pour the
saved dye bath into the dye pot. Place
your fiber samples in the dye pot, and
push them down until they are all covered.
If necessary, add more water.

16. Heat the dye bath slowly to a simmer.
Time will vary depending on the plant.

17. Throughout the dyeing, push the fiber
samples so that they swim freely in the
dye pot. The fiber samples will appear
darker when wet than they will actually
appear when dry.

1 8. While wearing rubber gloves remove

the fiber samples from the dye pot and
squeeze gently.

19. wash in warm water with mild liquid dish
soap until the water runs clear. Hang to
dry.

Afterdips

20, set up a separate pot of vinegar and
water for the beet, onion and cranberry
dyes for an afterdip.

21. Wearing rubber gloves, add the fiber
samples (from Step 19) to the vinegar
mixture.

7.2. After the appropriate amount of time,
remove and rinse. Hang to dry.

i
G

drugs

and cosmeli

Use a selection of packaged hot and
cold water dyes on a variety of fibers:
wool yarn, muslin, color cording,

or dried grass. Record the process.

dye bath, Consider answering the Reflect and tmagine quesfions in a skelchhcaok.
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Amount & Dye bath

i

Afterdip— 2 cups vinegar +

1 gation water, soak 30 ménutes |

Plant/Color Mordant Fiber Dylng
Preparation
*Yeliow onlon skins— Bag of skins Optional: alum Fiber sample and onien skins
Purchase or ask your grocer may be placed in the same
{0 save skins pol. Simmer 3 to 6 hours.
Yellow Afterdip dyeing—Add 2 cups
cider vinegar + 1 gallon waler,
soak 30 minules
- Red onion skins Bag of skins Alum Simmer 60 minutes or unlil
Red-orange deslred color
*Beets—canned or fresh 2 gallons juice — Cook Optional: alum Simmer 60 minutes or untl
Read chopped beets untif sofl. or none needed | desired color
Mash or press through sirainer. Aflerdip—2 cups vinegar +
1 galien cold water, soak
30 minutes
*Cranberries —{resh or frozen 8 cups — Soften cranberries Optional; alum Cranberry juice + 2 galions
Red by boiling. Crush berres in or none needed | water, boil for 2 hours
pan, Strain axl save julce. Afterdip—2 cups vinegar +
1 gaion waler, soak 30 minttes
Walnut shells — 1 pound ciushed None needed Simmer 60 minutes or until
Brown desired color
. Marigokis—flowers ard leaves | 4-6 plants —Fresh flover Alum Simmer 15-30 minutes
Yellow to tan heads and leaves. Simmer
[ In water 30 minutes
| Hollyhocks —flower petals only | 8-12 plants—Cover petals Alum Simmer 1 hour
| Yellow on wool, with water, simmer 30 minutes Optional: Soak at room
| Lavender on collon tempetateure for 2-3 days; or
: Afterdip—2 cups vinegar + :
1 gallon water, soak 30 minutes |-
Sunflowers —flowers 12 flower heads in bloom— Alum Siminer 2 howrs, soak :
Light yaliovr-grean Cover with water, boil one hour, for 1 day
soak avernight, strain
*Claver tops--fresh Quart size bag of tops— None needed Simmer 8 hours;
Fuchsia Simmer in 2 gallons walter Aflerdip—2 cups vinegar +
for 1 hour, strain 1 gallon water, soak 30 minutes
. Tea—loose from grocery slore | 4-8 oz. bose black lea None needed Simmer 60 minutes or until
Browyn desired color
Dandelion floweis— 4-8 oz. fresh flower heads Alum Simmer 60 minutes or until
Yollow deslred color
Dandelion—whole plant 4-8 oz. fresh whole plant Nene needed Simmer 60 minutes or until
Magenta desired color ;
Red cabbage One head Alum Simmer 60 minutes or uniil
Blua-Purple desired color

1. Select one dye and produce enough to dye several

e

yards of fabric.

Z. Use the fabric to sew an outfit or make a tablecloth
and napkins. If using dyed yarn, use the yarn in
a weaving on the lap or inkle looms.

& What was the greatest challenge in making the dye baths?
@ What was the greatest challenge in dyeing the selected fiber?

@ How can you use your knowledge of natural dyes when
purchasing fabric or yarn?

@ In this experiment how did the amount or types of plants
and the type of fiber determine how the dye took hold?

How did you record your results?

@ Think about a challenge in other parts of your life.
What variables are involved in that chalienge?

@ What variables do you need to change to achieve your

desired results for the challenging situation?

O O O4dao

Acknowledgement: *These recipes come from Earith Dyes {Nuutnam Qaralirkai), Dyes for Grass
Made From Natural Materials, Rita Pitka Blumenstein, Institute of Alaska Native Arts, 1984. Other

sources of information include A Dyer's Garden, From Plant to Pot Growing Dyes for Natural Fibars,

O

Rita Buchanan, Interweave Press Inc., Loveland, CO, 1995; and /lustrated Encyclopedia of Herbs,
Claire Kowalchik and William Hylton, Editors, Rodale Press, Emmauvs, PA, 1987.

Activity written by Maureen Toomey.
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pefiect

Which natural dye
materials did you use?
Which dyes produced
the brightest colors?
The lightest colors?

How did the mordant
fibers react compared to
the non-mordant fibers?

Which natural dye
materials were easiest
to use?

How did you use color
and type of fiber to
create variety?

e 3ouid ia
rarfificigl dyes, revolul
of dye making and fas)

Learning
Indicators

Through creation and imagination I:
Made several dye baths.

Dyed several types of fibers.

Kept a record of fibers and dyes
| used.

Figured out which dye baths worked
hest for specific fibers.

Applied my knowledge of dyeing in
order to make an item out of dyed
fabric or yarn.

Identified process to test variables
and results for other situations.



Design Elements and Principles:
Shape, Color
and Rhythm

Life Skili:

Self-motivation - Artist Background: The Florida Seminole women have been creating patchwork
Youth Outcome: o1 designs for over a century. The original Seminoles were primarily Lower Creek, but
Thinks for oneself and ... include other Indians such as Choctaw, Yamasees and Yuchis. In the mid 1700's Upper
makes necessary effort - . Creeks of Alabama and a few Apalachees settled in the Tampa area. They spoke the

for action -"Muskogee language .

National Art Education ..~ = ggfptg;;?: ﬁ:éo.rqe,l-(- _
Standard: S R IS
Understanding the visual =" :E_E_%l;._flékasukl_ I__angl_J_ag.e_.. i
arts in relation to history - -~ - Thetwogroups - -
and cultures Vi - merged and by 1778
Lo they were known as

Materials: SR _':__t_h_e _Ser_n_in_o_les_._ al IR SRR
{_] Colored paper ..o Because they had continuous interaction with European settlements, the Seminole had
(] Glue oo adopted many ways of the seftlers, similar dress, lodging and sometimes religion. Slaves
[] Scissors o from the Carolinas and Georgia would escape to Florida and settle near the Seminoles.
[] Variety of solid : oo They bonded with the Seminoles and took on many of the Seminole traditions and living

colored fabrics .o Ustyle, They became known as Black Seminoles. History doesn't indicate with certainty,
[ Thread S e but the patchwork tradition may have come to the Seminoles from the escaped slaves

g -~ or adapted _f_rom__cont_a’c_ts with the northern colonialists who settled in Miami.

.- Through trade with whites in the Miami area, Seminole women purchased cloth. The
.- patchwork designs developed when new clothing was needed, but a trip down river to
- Miami was not likely. Small strips were cut from the ends remaining of the cotton rolls.
.17 The strips were hand-sewn together, then cut and rearranged, creating a patchwork.
- Unlike American colonial quilling designs, the Seminole patchwork was used for clothing
~and not quilted. Although each decade has shown variations on the design, the basic

“ concept remains the same —symmetry in patchwork.

[3 Sewing machine

gan using sewing 0o
dy 1800’ their patchwork

came more Inlricals,

'S (1872:1858) the Semipole.

 aether engitwise, Then, oy
45e 1€ Inlo even widths, Shift s art
4 o L InNe Iﬂco!o;Secnons

Ther grodps




Your Challenge
Using the Semincle system
of patchwork, create a
geometric pattern. The
repeated design of strip
patterns only occurs in
one linear direction. Your
squares and straight bands
can be of any size and
width. Make it out of colored

paper or solid colored fabric.

You have many options.
Shift the sections up or
down rather than at a 45°
angle. Make sections and
bands of ditfering widths.
Pair up sections so that the
color strips form a “V". Use
your imaginations.

ject ©

e
B
o
,QO

Step | — Seving Strips Logether

R
R A K A A R
A e T

Step 2 - Cut long strip into sections.

Describe how you used color
and shape to create rhythm
in your patchwork design.

Acknowledgement: The Complele Book of
Seminole Palchwork by Beverly Rush with Lassie
Wittman, Dover Publications, Inc. New York, 1982

Activity written by Maureen Toomey.

Step 3 — Rotabe settions 45°
Shikt, aligning with another eolor.
Add strips to top and bottom.

& This is a challenging project and
requires you to try something
difficult on your own. How did you
break the steps down and allocate
your time to help you be
successful?

& What kept you going to complete your
patchwork project?

@ Think about another area of your life where
there is a difficult task. Describe the sirategy
and how you would allocate your time to '
approach this difficult task.

[ R
Indicators
Through creation and imagination I

[] Used colored paper or fabric to create
a patchwork using the Seminole style.

] Selected colors and cut shapes that when
put together gave the patchwork rhythm.
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hree-dimensional
expression has provided

- insight and inspiration in
religious, social and political life.
These three-dimensional
expressions, sculplures, express
art that is carved, caste, modeled
or assembled. Sculpting media is
unlimited and may include wood,
metal, clay, wire, plastic, paper,
etc. Imagination is the key to
seeing what the sculpted
possibilities are.

Sculptures are usually three-
dimensional with the exception of
relief sculptures. Relief sculptures
rise out of a background. They
may be low-relief, projecting
slightly above the background
or high-relief, rising half

the natural depth of the
subjects. Three-dimensional
sculptures are free standing
and can be walked around
or though. Some hang from
the ceiling and are viewed from
below. Sculptures have real
texture that stands out. Although
you may not he allowed to touch
the artwork, you can imagine the
touch, the textural feel of the
surface.

e od [N 4 ;
“The €50 Aty %’éf&a@ G,? "{’_;Ef“z@fgg @Ej}jééﬁ%ﬁ

Lanhat | N
¢ 9¢ drvived at %}7 reasonimny

’}f;‘g;.m%ﬁév%a&%:é@m is netessary

£ e eh T
{Calder 1933)

Additive Seulpting

There are two types of sculpting: addilive and subtractive.
Additive sculpting builds the form by adding materials like
clay, paper or wire. Additive sculpting may be done by modeling
with clay or other pliable material, casting by pouring liquid into
a form and then removing the form once the liquid hardens,
constructing with any number of materials and assemblage
of objects into a completed form.

There are many media to use for additive sculpting. Wet clay
refers to a variely a clay material. Many types of clay are
available from art supply stores or catalogues that will air-dry,
thus, there is no need to have a kiln to fire the green ware. Wet
clay works the best when moist. It needs to be stored in plastic
bags or containers. A litlle water will soften dry clay, as long as
it is not been fired.

Plasticine is oil-based clay. This soft clay is used for making
models of sculptures of more durable materials. The warmth
of the hands will soften plasticine and the artist’s hands are
the bast tools. It may be purchased in different size loops and
sticks from art and craft stores.

Papier-méché is a French phrase for chewed paper. There
are several methods of using papier-maché: Pulp — shredding
newspaper, adding water and soaking overnight; strip — ripping
newspaper into sirips and dipping the strips into paste and then
placing onto an amature; and drape - layering newspaper and
paste several layers thick, then

draping the layers
into a form.

Paper clay is
lightweight clay that
is soft and easy to
mold and shape into
forms. It is like using
paper puip. It air-
hardens in one to
three days and is
non-toxic.
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Polymer clay is made of fine partticles of plastic
combined with colored pigment and suspended in a
plasticizer. It comes in a variety of vivid colors, With
kneading, polymer clay becomes very pliable and
easy to use. It hardens by baking in the oven at a low
temperature. The heat fuses the particles of plastic
together to make a permanent plastic that is stable,
colorfast and long lasling.

Armatures, skeleton-like structures, are often
used to support an additive sculpture. Armatures
can be made of wire, foil or even paper and can
be mounted onto wood or other types of bases
for stability. The size of the form to be created
determines the weight of the armature material.
That is, a larger item would need heavier wire
{like a coat hanger) to withstand adding more
clay, paper or other pliable materials.

Casting is an additive sculpting technique
using plaster or other pliable materials over
a variety of forms. Some of these forms may
include a clay or foam relief designs, designs
pressed in a container of wet sand or objects
arranged in a tray with sides.

Subtractive Sculpting
Carving or subtractive sculpting technique is
the process of cutting away from a solid mass.

Balsam foam, Styrofoam, wax, plaster of Paris,
and clay blocks may be carved with paring
knives, stencil knives, large nails and sticks.
Other easy to carve materials include cork,

a variety of wood, paper clay and soapstone.
However these materials may require the

use of a paring or carving knives.

Statement by Alexandar Calder Frem Modern Painting and Sculplure,
Berkshire Museum, Pittsfield, Massachusetts. Exhibition held 12—-25
August 1933 {extanded to 27 Augusi).
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In the Studio: Create functlonal
containers from clay. i

Life Skill:
Self-motivation

Youth Outcome:
Thinks for oneself and
makes necessary effort
for action

National Art Education
Standard:

Using knowledge

of structures and
functions

Materials:
] Wet clay, either
requiring firing
or self-hardening
[ Slip, made by adding
water
to wet clay
1 Relling pin
[] Pieces of wood,
one-quarter inch thick
[ Clay tools — pick,
wire or fishing fine
O Knife
{1 Paper to create
a pattern —graph
or plain
[ Pengil
[] Ruler
[] Texturing items
such as lace, bark,
screen, optional
(1 Garlic press, opticnal
[T Kiln, optional

Design Element: Design Principles:

rklng'wnh' clay req'wres modehng, plnchlng and pattmg 1o form
the container you desire. It is an ancient art that flows from
' _he Mlddle East and Chma Whatever you mtend to make clay

__AII clay may be reused : except that WhICh may be contamlnated wath
. plaster. If you have a hunk of clay | that | is too hard fora penc;l stick lnto

-~ pound it with a hammer into grape size es. Then placeitina sealable
_container, add water, stir, seal, and let it set overnight. The next day, pour .
. off the excess water and let the muck dry out until you ¢an knead it into
;.workable balls. Store clay ina plastlc bag or) alrtlght centalner

‘When first bu:ldlng with clay, itis called green. 1t becomes leather hard
‘When clay is completely dry it is called bone dry. Slip is a mixture of clay
-and water that acts as glue to hold clay pieces together. ":Some ctay must -
e flred in a kiln fo harden. Other clay may be self harde ing by air- drymg

Vour Challenge

“Try your hand at making

uares,
, les, pyramids, 54
__hearts, circles, triang to you
you war‘\; o herasomethmg more abstract ltisupioy
rectangies,

to decide what you wou

ture and
thin with struc
some gnd create a container

Think about what you might use a clay container for and
how you want it to look.

- What pieces are needed to construct the container?
> What does the bottom [ook like?
= What form will the sides take?

o What will the lid look like? Wilt it be the same shape as the
bottom or different?

7. If you are using squares or rectangles, use a ruler and graph paper to make
sure that the sides are the same size and fit. Use the paper to draw and then
cut out your pattern.

Preparing the Clay
3. Knead the clay in order to remove all of the air bubbles.

4. Begin by rolling the clay flat. Place pieces of wood on either side of the clay.
The pieces of wood will help you roll the clay into

& slabs that are uniformly one-quarter inch thick. _ //_;’f\f’
;5 Make slip by placing a walnut size piece of clay in ‘C e ﬁg/;_-:f“ "
a container, add water as needed, and mix until it A '
is a thick liquid consistency. Set aside for use when g //
needed.
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Constructing

&,

16

it

12,

i3

.your top dry so that it has

When the slabs of clay are of equal thickness,
place the paper patterns on the slab. Use a knife
or pick to cut out the top and bottom of your
container. Cut the sides of your container. You
may find it easier to cut the sides from one long
continuous piece.

Use your knife to score the
! J',/(J%\‘\

edges of the bottom piece of

your container and the edge B Gatis v
of the side(s) that will be s
attached to the bottom. Dip  =2-¢~
your fingers into the slip and

cover the edges with slip. Attach the pieces and
use slip to help you smooth the pieces into place.

Crumple newspapers inside your container to
help it hold its shape while it dries. Score the
underside of the top, add slip, and add the top
to the sides. Your container is now completely
enclosed.

Let your container slowly dry aimost to a leather
hard stage.

Use wire or fishing
line and carefully cut
it open. You can cut

it straight or make
irregular cuts {e.g. like
mountain peaks). Irregular
cuts add interest, and

it keeps the lid of your
container from sliding.

If your preference is a
straight cut, add a lip to the inside of the top. The
lip will fit against the inside walls. This will keep
the cover from sliding. Cut a long strip of narrow
slab, score it, then using slip, attach it to the
inside of the top so that

it hangs down '4". Note:
At the leather hard stage,
you can use coils to
decorate your container,
add feet, handles elc.
Attach decorations by
scoring box and using
slip.

Smooth all the edges. Let

some stiffness. Reposition the lid and let the entire
piece finish drying as a unit. If warping occurs
during drying, the lid and bottom will warp
to the same shape for a
good fit.

Fire the container
according to the
manufacturer’s
directions or air dry.

Activity wiitten by Linda Canary and Ina Metzger Linville.
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& What were the properties of
the clay (pliable, stiff, etc.)?

& How did you decide on your
design?
@ How will you use your container?

% How did the pieces of clay come together
to create the form?

& How did the top and bottom balance each
other?

@& As you put pieces together, what did you learn
about creating your structure?

& Did the stifiness of the clay help or hinder your
construction?

@ In what other ways do you express yourself?

1. Design and build another
container. Make it different
from the first container.

2. Using slip, attach decorative
clay pieces to the outside of
the container.

@& How was the second container easier
to build?

& How does the container’s decorative
pieces help create unity?

® When you created your second container,
what goals did you have to make it
different from the first?

@ What strategy or strategies did you use
to achieve your goals?

@ Think about another area of your life where
you set goals. What strategies do you use
to help you reach your goals?

R kSketrhbook

\ e Entry
Draw the design for vour contalner, Take a picture
of your finished contfainer, Jot down notes an things
you observed wivle constructing your contalner
and things you want to ey the next thme while
waorking with clay. Constder answaring the Reflect
and Imagine questions in a sketchbook,

Learning
Indicators
Through creation and imagination I:
Designed a functional container.
Manipulated clay to form a container.

Described how pieces of clay formed the completed
container.

Used form and balance to create a sense of unity.
Created goals and sfrategies building clay containers.

og oono



in the Studio: Sketch a
frontal view and profile
of heads and then use
clay to create a bust.

Life Skill:
Positive identity

Youth Outcome:
Develops a healthy sense
of self

National Art Education
Standard:

Using knowlsdgs of
structures and functions

Materials:

[T] Newspaper

7] Masking tape

[ ] Pencit

[1 Paper or sketchbook

[ Board covered with
heavy cloth, such
as denim

[ Staple gun

[] Rolling pin

] Clay

[] Paint, glaze, optional

[C] Bucket, plastic bag,
optional

*“used many materials to fashion their likenesses. The Greeks and Romans |

s show ;ust the head and. chests of a god or famous person

-7 later. Put a gallon size plastic bag over the top of the clay head. Twist the i
- end of the bag to keep out air and. tuck the end under the neck. Make sure
: ol S

Design Principle:
Proportion

Design Element:

i _nk of sculptured busts you thmk oft ,
reeks and Romans. Nevertheless, humankind has: always
expressed its image in one way or another, Sculptmg did not
--}_evo!ve 'separately from other art forms, like painting on cave walls, but
- -alongside other forms of artistic expressions. Ancient artists and artisans

~~used marble, limestone, terra cotta, bronze, gold silver and glass, as well .
“as such rarer substances as ivory,:bone, iron, lead and amber The busts

. An armature of. wadded newspaper will support the ctay sculpture :When

- working the clay, it may become dry. If cracks develop in the clay, add = .
- some water to it and work it in well, Even ‘completely dried, ‘clay that is not

. yetfired can be. moistened. Put itin a watertight container, like a plastlc :
- bucket, add water and let it set. Depending on how much water you .
-added, the clay will soak it up and become very mushy. Let it dry a blt
- with a cloth over it so the water evaporates slowly When it is at the nght o j_ .
X _'conSIStency to work easuy. use it or package 1t m plastlc bags to keep |t

- moist, - : o S : e
O the o!ay head is not flmshed in one sessnon keep 1t monst to work on

“head will result in a flat spot.”

out of clay. Consider
air-dry? Do you
Does it require @
paint is needed’

Your Challenge
in this activity, you will scuipt a he

it requir

ou will use. Will i

i\evtg%ico;:;a%ya Kiin? How will the sculptu
a

inted?
glaze that needs firing oF can it be pat

with facial features
ad @ firing or can it
re be finished?

2 What type of

i .
,\t%—\. TR SRR

Orawing Your Face

i, Try drawing your face life-size so you can compare the
spacing in your drawing to the spacing on your face.

2. Lay your head onto paper. Make a mark at the top of your
head and another mark at your chin.

3. Draw a head shape. It should be rounded at the top, mostly flat along the sides
and chin-shaped at the bottom. Since this is a sketch, draw lightly. You may
need to change lines as you go.

4, Convince yourse!f your eyes {and everyone else’s) are halfway down the head.
Look in a mirror and measure from the top of your head to your eyes. Measure
from your eyes to your chin. Compare the two measurements. They should be
close. Look at magazine photos and do the same comparison.

5, Put a dot at the corner of each eye. The space between your eyes is the same
width as one eye.

&. Draw the eye shape. It fooks pretty much like a football, pointed on each side
and larger in the center. There are many different shapes of eyes. Experiment
to find the ones you like to draw.
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7.

16.

Draw the pupil —a round shape inside the eye
shape. If you draw the entire circle, it will look like
the person is surprised with their eyes wide open.
You can draw just the two rounded sides of the
pupil because some of the round shape is covered
with the eyelids. Decide where to position the
pupils. If you place both near the left side, it will
look like the person is looking to the left. If you
place both near the top, it will look like the person
is looking up.

Eyebrows and eyelashes are short pieces of hair.
Draw them with short lines. Limit how many

- éyelashes you draw and limit how long they are.

Be careful not to make them too exaggerated so
they will still look real.

Noses are quite long. They take up half the space
from the eyes to the chin. The upside down seven
that we all drew as a nose when we were younger,
is a profile view (from the side) of a nose. Since
you are drawing a face from the front, you need
to draw a nose from the front. The nose starts
between the eyes and can be drawn with very
light lines that go almost straight down. The
bottom of some noses is only slightly larger than
the sides of the nose. If you choose to show
nostrils, they should not be exaggerated and are
usually not circles. Look for the shape and angle
and remember that you are drawing them from
straight ahead.

by

Mouths fit the same space as the center of one
eye to the center of the other eye. So, put a dot
at each corner of the mouth that is straight down
from the center of an eye. Mouths are very pointed
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at the corners. Start by drawing the line that
is between the two lips. Curve it slightly
upward at each corner. Next, draw the line
above it, at the top of the top lip. Make sure
it is very pointed at the two corners. Draw the
line under the bottom lip. This lip can be a
little wider than the top lip but should also be
pointed at the corners.

11. vou may heed to adjust the line of the chin.
You could make it more of a pointed chin or
more of a fiat chin with a straight line to show
the jaw.

172, The tops of the ears begin straight back from
the corner of the eye. The bottom of the ear
is even with the space under the nose. Make
a dot at the top and bottom of the ear and
draw in a flattened ear. Remember that this
drawing is from the front of the head and not
very much of the ear can be seen.

The neck is almost as wide as the head.
Check this out on your own head. Hold one
hand at each side of your head. Let your
hands slide down to feel the thickness of
your neck. You should be able to feel that
your neck starts just under your ears and is
only stightly thinner than your head. Start the
line below the ear and draw the lines for the
sides of the neck almost straight.

1 4. Practice drawing heads you see in magazine
ads and in family portraits. Keep these practice
drawings in your sketchbook.

13.

Making the Armature

1 4. Select three half sheets of newspaper. The
front page of your newspaper is one half-
sheet. Crunch the three sheets together into
a tight ball. (Use more sheets of paper if you
want a larger clay head, fewer sheets of paper
if you want a smaller clay head.)

16, Hold the newspaper together by wrapping
masking tape completely around the
newspaper ball in at least two directions. Your
clay head will have newspaper for brains.

Forming the Clay

17, Cover a board with heavy cloth, stretching it
tightly and stapling it down on the underside.
The clay will not stick to the cloth.

18, Roll the clay into a slab on the cloth-covered
board. Roll out a piece of moist clay. You can
use a dowel or a rolling pin to roll the clay.
Try to get it to a uniform thickness, about the
thickness of your little finger. The thickness

is not so critical that you need to use wood
stats at the edges of the clay to maintain even
thickness. Just try to get it even. You will be
doing quite a bit more smoothing fater and
can adjust the thickness as you go.
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Z0.

Z1.

Rolled vt
tlay

Pinth off
extess Folde

Masking Taped
Armative

Flattened Coil
Neek

Position the newspaper ball armature so it is taller
than it is wide —just like a head shape. Lay the
slab of clay over the ball of newspaper. Gently
flatten the clay against the newspaper ball. Be
careful not to fold the clay over on itself so that
you have multiple thicknesses. Instead, pinch the
clay together in a double layer and pinch it off.
Smooth over the seam that is left. Continue
covering the clay head with clay, adding another
slab of clay where needed, until all is covered
except for a space at the bottom of the head.
Leave a hole here so the newspaper can burn
out when the clay head is fired.

Roli a large coil of clay {at least an 1" thick and
about 6" long) and flatten it a bit. Position it around
the hole at the bottom of the head to make the
neck. Remember necks are only slightly less wide
than heads. Make sure it is smoothed onto the
head very well. Make sure you have used enough
clay so the neck is strong enough to support the
head.

Turn the clay head around to find the side that
seems most suited for the face. Look at the space
between the top of the head and the chin (you
may need to shape the chin) and place your thumbs
halfway down in the eye space. Work your thumbs
into the clay, gently making the eye sockets.

Adding Features

22,

Make two small round eyeballs. Position them in
the eye sockets. Make a thin coil of clay and position
it ahove the eyeball to be the eyelid. Smooth the
top edge up onto the forehead. Make another coil
of clay and position it below the eyeball. Smooth
the bottom edge of it down onto the cheek. These
two evelids should hold in the eyeball, appear to
be a layer thicker than the eyeball and be completely
smoothed into the surrounding “skin.” Repeat this
for the other eye.
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%3, Make a somewhat triangular shape of clay for

24
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Z5,

26

27,

-

the nose. Position it between the eyes so the
thinnest part is up and the wider part is down
to form the bottom of the nose. Smooth it onto
the forehead and onto the cheeks. Push the
bottom into a rounded nose shape. Use a clay
tool or pencil to press in nostrils.

Check to see if you need to add clay for the chin.
You may need to add and smooth a chunk of
clay to form the chin. You may need to add and
smooth a coil of clay to help the jaw line show up.

Make a coil of clay for the upper lip. Make sure
it is long enough to filt the space from the center
of one eye to the center of the other eye and
is pointed on both ends. Position it under the
nose and smooth the top edge of the lip onto
the “skin.”

Make another coil of clay for the bottom lip.

if you want the mouth shut, position this coil
against the upper lip coil. if you want the mouth
open, draw teeth onto the clay head first and
then position the lower lip so just a little of the
teeth show.

You can make ears with a coil of clay shaped
in a C. Make two the same size before you
attach them. Position the clay ears so the top
of the ear is straight back from the corner of
the eye and the bottom of the ear is just below
the nose. Smooth the clay on the inside of the
ear shape. Use a pencil to press in the ear
canal. Do not press so far that you make a
hoie in the clay.



28. Press clay through a clay
extruder or through a
kitchen sieve to make
“hair.” Attach hair
completely to the head.
Clay hair that sticks out
from the head will tend
to break off very easily.

Finfshing the Bust

29, Allow the clay head to dry
for 3—4 days. It takes a
long time for the clay and
the newspaper ball inside
to dry out. it should be
completely dry before firing in a kiln. You can
check the dryness by touching the clay head to
your cheek. If it feels cool, there is still moisture
in it. If it feels the same temperature as your
chesk, it is dry enough to fire.

Fire the clay in a kiln to the temperature
appropriate for the clay you are using.

31. Choose to leave the clay its natural color after
firing or add color to the clay head using
watercolor paints, tempera paint, acrylic paint,
under glaze colors or ceramic glazes. If you use
under glaze colors or glaze, you will need to fire
the clay head a second time.

30

@«

If you do not have clay available, you
could do this activity with polymer
clay in a smaller size. Papier maché
techniques could also be used to
create a head.

Adrf your porteait drawings to vour sketchbaok,
Photograph your olay head and add e phofo to
veur sketchbook. Consider answverlong the Reflect
and lmagine questions in a sketchhook,

;Z_-.Additional Resources Dramng on Ihe H:ght Srde of !he Brarn, S

" Batty Edwards; Draw Real Peoplel, Lee Hammond, North nght HEER T

- Books, 1996; Drawing with Chn’dren Mona Brookes
_j-GPPulnam,1996 T T

Activity wiritten by Beth Saxten.
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# How does your drawing compare
to the bust you constructed?

# Which was harder —drawing a face
or constructing the facial form?
Why?

@ Which part of the facial proportion was difficult?
Easy?

@ How did you feel when creating
a clay head?

1. Create a clay head that is based
on your facial features.

2. Create several heads that fit
together as a unified sculpture
piece.

How was facial proportion easier to achieve
the second or third time in sculpturing?

Describe why you like or dislike your
sculpture.

What emotions did you feel as you were
sculpting yourself?

Are the emotions you felt conveyed in your
sculpture?

Describe how the sculpture
you created is similar or
different from how you
actually see yourself.

What are other things you do to
help you discover who you are?

Learning
Indicators

Through creation and imagination I:

Drew a face with the eyes, nose, mouth, ears
and neck in proportion to the form (head).

Constructed a head form and added features
that were realistic.

Constructed a sculptured head that looks like
me.

Learned something new or different about me.

O o 0o O



In the Studio: Search, learn
and apply mask-making

knowledge o create a mask.

Life Skill:
Communicating

Youth Outcome:
integrates feelings,
thinking and actions into
social competence

Nationai Art Education
Standard:
Understanding the visual
arts in relation to history
and cultures

Materials:

[1 Newspaper

{71 Masking tape

{7} Clay

{1 Rolling pin

[J Clay tools

{1 Plastic or damp cloth

{3 Found objects such
as rice, nocdles, raffia,
yarn, feathers, etc.

[ Paint, optional
[ Glaze, optional

;;rfor rel:glous and_ spmtual ceremomes Mask—makmg prov;des for. expres o_n

_';:""-ammals by hononng the Spmts_ o_f 'the anllmals Masks had { real meaning to the

Z.

Design Elements: Design Principle:
Form and texture Unity

__hons and feelmgs such as happiness, gnef fear
) : _ i b |

others were burned

Your Challenge
sources foun
out why hum
d when an
ing a fe

ot and in the fibraty,

they
made masks, how _
3n\.3here they were used. De:tgr\
eling and share how the‘a
helped you portray the feeling.

Explore ré d on the Intern
Xp
learning ab
were used an
a mask emphasiz
technigues you chose

€ 1. Selecta culture to research.
When and for what purpose 4. Gy
did they use masks? -

Consider expression and emotions. Draw
a face to express these words: anger, fear,
happiness, disgust and grief. Consider the
angle of the eyebrows, shape of the lips,

mouth, eyebrows, frown lines and shape <Q 6.
£ \ Fai

of the head (use exaggeration). Large eyes
may be a sign of fright. Decide which emotion
and expression to make into a mask and
make a final drawing.

Mask-making is a type of relief. A relief varies in height from a surface, such
as the nose and eyebrows rising from the surface of the face. Study a relief
map comparing the mountains to the plains and valleys.

Make a hump mold of the desired shape and size of the mask using newspapers
and masking tape.

Roll out several clay slabs approximately /2" thick and shape over the hump
mold. Cut away any facial features as needed.

Lay the drawing on top of the clay and trace and cut out features. Draw details
on the face using clay tools.

61




7. Add details such as clay
coils, sieved clay for hair,
etc. Be sure 1o use clay
slip and crosshatching
techniques to make
‘separate pieces of clay
stay together.

8. Dry clay slowly by applying damp cloths
or wrapping in plastic.

9, Fire according the manufacturer’s
directions after mask dries completely.

10. Emb lish; paint; glaze, add found objects
as ri ood\es raftia, yarn,
feathers e .

6 0

Sketch the emations in the
sketchhook. Photograph your
completed mask and add the
ihotographs to e book,
Consider answering the Aeflect
and Imagineg questions fn a
skefchbook,

cefc&d 58

Add:tiﬂnal Resnurces. ‘me Norrh Amencan Indfan Sy
AIfredA Knoff Publlsher 1995 IS : o

Aclivity written by Sharon Pahiman. 62

@ What feelings and expression
did you capture?

@ How do shape and form create
emphasis?

How did you work all the features of the mask
50 they ook like they fit together?

Was distortion or exaggeration used?
What meaning does the mask convey?

ae L. Using wood, cardboard, wire,
papier maché and other
materials design another mask.

& Was this media easier to use than clay?

How was it different?

@ Which mask made it easier to express

emotions?

& How is your mask different from those

of another culture?

@ How did the culture you studied used

masks?

@ How do you use facial expressions to

convey thoughts or feelings?

@ What are appropriate situations and ways

to use facial expressions to convey thoughts
or feelings?

Hearning
Indicators
Through creation and imagination I:

Designed a mask emphasizing unique
form and textures to portray feelings.

Learned about another culture’s use
of masks.

Shared what | learned with others.

oo B O

Integrated feelings, thoughts, or actions
into mask,



In the Studio: Assemble a sculpture
of boxes and found objects.

‘Life Skill:
Positive identity

Youth Quicome:
Develops a healthy sense
of self

Nationat Art Education
Standard:

Reflecting upon and
assessing the characteristics
and metits of their work
and the work of others

Materials:

i1 9-12 small cardboard
boxes, purchased from
a craft store

[ Tacky glue

] Spray paint, any color
choice

[J Assortment of found
objects

Design Elements:
Color and form

Design Principles:
Balance and unity

culptures come in many shapes srzes
and media. One of America’s greatest
abstract and express:omst sculptors
o “;Loulse Nevelson, (1899-1988) assembled
. wood and found objects into unified :
culptures. Nevelson constructed wood boxes _
. :set side-by-side and stacked upon each '
- other. She filled the boxes with found =

- objects. To create a sense of unity, she
‘painted the entire scu!pture black, and in
later ye.afs,-whi_te_ or gold

: Assemblage isa style of sculptmg that .~
-composes multiple parts togethet in orderto

_create a whole. Nevelson often used wooden
‘boxes and objects, Other amsts used clay, 5
fibers, recycled matenals, etc.

Safety: Always use spray. pamt in a well-
-ventilated area, preferably outsid D
.'mhale the spray palnt fumes

%‘M Challenge
You too can assemble @ sculpt

d objects
ue. Gather foun oy
tec:; rt‘tllcl\t are mterconnected to create

the Nevelson style.

ure using the Nevelson

that have meaning
culpture in

e ;%P

1. Gather found objects. Sort them according to your interests
—all round objects in one pile and square in another, metal
objects in one pile and glass in another, etc.

2, Layout the small boxes. Consider the arrangement 3 x 4
stacked or 2 x 6, etc.

Plan out which objects will go in each box. Consider how the entire sculpture
will appear to be balanced.

Glue the boxes together. Let the structure dry.
Gilue in the objects according to your design. Let the glue dry.

Spray paint the entire sculpture in one color. Spray several coats of paint
letting the paint dry hetween coats.

gate
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@ How does your sculpture appear
three-dimensional?

@ How does the color pull the boxes
together?

& What type of objects did you use?

@ How do the objects you selected
represent you or your interests?

List in your sketchiioak the obfects
uesd i yolir sculptures, Make notes
on what the objects meant fo vou.
Phatograph your sculptures and
add the pholos to the skefchbook,
Consider answering the Reflect and
imagine questions in a skefchbook.

Activity written by Maureen Toomsy.
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%

3.

1. Create a second sculpture using
ne Nevelson’s technique. This time,
& arrange the boxes in a random
fashion with perhaps three on the
bottom and four on the top. You
decide on the arrangement by
keeping the balance of the whole
in mind.

Add objects, which focus on one topic.

For example, the objects may all deal with
nature, or sports, science, art, etc.

Spray paint in a color that was not used in your
first sculpture.

@ Was it hard to collect objects that related
to one topic? Why?

What form did your sculpture take?
How is it balanced?
How does the color pull the parts together?

In the second assemblage what did you try
that was new?

The sculpture created expresses something
about you. What are other things you do that
help you learn more about yourself?

e & @ @

®

Learning
Indicators
Through creation and imagination I
[1 Assembled a sculpture.
[1 Arranged the paris to equal a whole.
[] Used color to create a sense of unity.
[ Created a sculpture that reflects me.



In the Studio: Create a

piece of textured antwork by
gluing pieces of cardboard
together and sculpt with an

Exacto® knife.

Life Skill:
Communicating

Youth Outcome:
Integrates feelings,
thinking and actions
into social competence

National Art Education
Standard:

Using knowledge
structures and functions

Materials:

{71 Cardboard (40 5
sheels} any size

{1 White glue

(] Exacto® knife

{1 Spray paint

1 Acrylic paint

[1 Felt pen

{1 Paint brush
(size depends
on the design)

{7] Hanging tab

(] Frame (oplional)

[ ] Wooden base,
5" square

Design Principles:
Batance and unity

Design Elements:
Color, form, line,
shape and texture

elref scu!ptures stand out from the background protrudrng mto the
surrounding space. Artists use many media to sculpt. In this -
activity, oorrugated cardboard is used o create a relief sculpture
" Corrugated cardboard is constructed in several layers. ‘The center ripple is
2" called fluting. It is placed between two smooth layers called liners. '
- = Although there are many types of corrugated cardboards, the most ..
o scommon is composed of these Iayers ‘Any size sheets of corrugated-__-
.. cardboard may be used. The sheets are glued together with fluting running
-~ at differing angles. Exacto® knives are used to cut the layers of corrugated
- cardboard. When the liners are cut away at each layer, the fluting is -
- exposed creating rich lines, shapes, and textures. The relief sculpture’s.
.. .composition needs to be orgamzed and arranged using the elements of
- design-in order to create a balanced and uniform artwork. The _sculpture :
“owill be. three-dim onal (3-D) havrng Iength ‘width, and depih. 5

L _'_;Safety ‘When' using. Exacto® knives (they are. extremely sharp) keep
fingers out of cutting lines. Work slowly when cutting. Never point a .
‘knife at others and place a cap or-protective shield on the kmfe when
‘not in use, When spray painting the relief sculpture work in a well-
j_ventrlated area or outsrde to prevent breathmg the fumes :

:%{em Challenge »
Decide on the composition for yo e
e. Make & sketch of the © PO
sculpturrt of the cardboard is 10 bec awey
g:;:hpgf the fluting petween the liner s

ardboard relief
tlon DBClde
1o show

e R é‘ﬁf‘ﬁfr’g"’rt. G o
1. Cut 4 to 5 corrugated cardboard sheets of the
same size from packing boxes.

f&@ 2. Glue the sheets together with white glue, arranging
the fluting in different directions (horizontal, vertical,
45° angle left and right). Let the stack dry ovemight.

Trace or draw the design
on the cardboard stack
with a felt pen.

Cut away through the first
liner layer, based on the
design. Then cut into the
fluting and remove it as
needed. Continue cutting
the liner and the fluting to
achieve the design.

Work slowly and carefully.
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6. When the design
is finished, spray
paint with a
background color,
working in a well-

o 1. Stackand glue
-ﬁg 1012 pieces

of corrugated
cardboard pieces

]/
v

/
W

ventilated area. 4" square.
When work is Plan your composition and decide %%
dried, decide which layers will be cut away. % /
what acrylic 3. Using an Exacto® knife, create |-t
colors will be . \/
" a freestanding sculpture. N /
painted on the ) i \ /
design. Try 4. Paint according to your % /
shading in order to create more depth in the composition. & /
composition. The design at this point is up to the 5. Attach it fo a wooden base.

artist. Have fun and paint. Note: Due to the texture )
of the design, the finished artwork will need some & What did you learn

protective covering, such as glass or Plexiglas. about sculpting with an
Exacto® knife and the

safety issues used?

What shapes did you use? ! )
@ How is a 3-D design

How are lines expressed in the different from any other
relief sculpture? design?
How many layers are used to & What was the hardest
create forms? part of the project? The
@ How does the exposed fluting add to the textural pasiest?
look of the sculpture? ® Which of your sculpture
@ When painting, what types of color and process created the greater
did you use? impression on the
@ What effect did color create within your sculpted viewer? Why do you think so?
3-D design? & What feelings, thoughts or actions are

conveyed in your relief sculpture?

@ What are other ways you project or express
something about you without using words?

@ Are you projecting the qualities you want
others to see?

@ Describe the balance in the sculpture.

2+ Sketchbook
VEntry

Place the skelch of the sculpture In your sketchhoek, Flace the

pheotographs of your scitpfure in your sketehbaok, Consider

angwering the Reflect and lmagine guestions in asketchboo! :

Learning
indicators
Through creafion and imaginafion I

Designed a composition using color, form,
line, shape and texture.

Recycled cardboard and used it to sculpt
a 3-D design with an Exacto® knife.

Created balance and unity within the
composition.

Created an artistic expression that
communicates an idea to others



Design Elements: Design Principles:
. Color, form, line Balance and unity
and texture -

b

In the Studio: Use wire and
nylon cloth to create a sculpture.

Life Skill:
Problem solving

Iexander__Calder__1(1_898—1 976) descrrbed hrs wire sculptures as
“Three-dimensional line drawings.” Wire allows the artist to. create
forms from a smgle continuous line or trom entangled linés tlowrng
over and under each other. Calder began sculpting as a child. He figured
out how to make his sculptures move with wheels and hinges. Throughout hrs
career, he tried various methods to add movement to his work. His friend
Marcel Duchamp liked one of Calder’s motor-driven sculptures, and said that_._-' S
it should be described as a “mobile”, a French pun meamng motion and motrve,_' .
Thus, the art term mobile was established. . g
Georgra o Keeffe ('l 887—1986) parnted many. llowers 1n.1924, 'she began
painting in a magnmed style. The magnified perspective ‘emphasized parts -
of the flower; yet, it made the flower seem whole..O’Keeffe also used vivid -
{1 Several pantyhose, nylon  colors that flowed across: he canvas. By the end of her lite," she h d painted -
hose, or knee- high hose  over 200 fiowers. _ ' :
[ Wire cutters A sculpture that is vrewed frorn all sndes is called sculpture in the round

Youth Qutcome:
integrates feelings, thinking
and actions into social
-competence

National Art Education
Standard:

Using knowledge of
structures, and functions

Materials:
(] Wire, 6-14 gauge
[ Block of wood, 2" x 6" x 8"

[ Pliers Sor freestandmg ‘Wire sculptures are freestandrng but need support That -
{1 Nail & hammer -support is called an -armature. The armature is attached to a base. The wrre_.-':
or a dill creates the form for the sculpture ‘enhanced by a nylon covering. A varrety

- of wire may be used, Wire is measured in gauge size. The larger the gauge’s -
- number the smaller the diameter of the wire. Visit a hardware store and see -
the variety of wire that is available. A wire-bending jig may be helpful to
shape the wire. They are often ‘made out of die-cast aluminum with steel :
bending pins. Note: Although readily avartable, wire __hangers may be drﬁrcull

to bend to achieve the desired shape.

"] Wire bending jig, optional

[ Beads, assorted size 10
string on wire

[1 Scissors

(] Gesso

] Latex, or acrylic can be
used to paint the finished
sculpture

"] Hot glue gun

[} Paint brushes (srall to
large, depending on size

ygﬁ Iy @hﬁg i@ﬁg@

re for lines
Creale & treestandrng sculpture by using Wi

jors and shapes like

f sculpt using flower ¢0 esign.
of sculpture) _ like Calder, and 1 is up to you. Fian your d % "
["1 Wooden dowel, optional O'Keeffe The desig he number of pelals,
. , ' er including the
[7] Spray paint, optional Do a sketch of & flow

elc.

[[] Cardboard box, optional

leaves, siem,

——

1. Use ahammer and a
small nail (the same
diameter as the wire) or
use a drill. Make holes in
the wood base into which
each wire will fit. The
number of holes will
depend on the design.

7. Shape the wire using pliers based on
your design sketch. Cut off excess wire.

Wood blozk
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Place the ends of each wire into the holes
of the wood base. Use a hot glue gun to
reinforce the wire pieces in the holes. Make
sure that the wire does not come through
the wood making the armature unstable.

4. Using pliers, adjust the wires in order to
maintain the flower shapes of your design.

& Describe your sculpture. s it
different from your sketch?

" ® Whatforms evolved from shaping
the wire?

@ What did you do to create texture?
@ Describe the balance in each

piece.

5. Carefully place the nylon hose with the @ How is unity expressed in the
seam at the toe aligned with the wire sculpture?
form over each shape.

6. After the shape has 1. Design a freestanding wire
been decided, and the sculpture. Sketch your design.
tightness of the nylon 3 .
is complete, take the » Make two holes in a wooden
scissors and cut off base for the wire.
the excess hose near 3. Inserta heavy gauge wire into
the bottom of the - Wive the holes forming an armature.
wooden base. Use 4, Use a lighter weight (higher gauge number) wire
the hot glue gun ™~ and create the sculpture. Bend and fold the wire
to tack in place. - to create the contours of your design. Attach

7, Using the gesso wire as nesded.

paint, coat the
sculpture and let it
dry. When dry, use
the acrylic or latex
paint to color and
bring the flower to
life. Experiment with
color and design.
Different types of
paint may make the
form appear to be
gold, metal, wood,
stone etc. Use your
imagination.

8. Add beads, feathers,
etc. for fexture............

the sculpture.

Add your sketch of the sculptures fo your sketehbook.
Write a description of the sculpture as it would appear
i an art exkiibition. Consider answering the Reflect
and imagine questions in a skelchbook.

Oo0oooaad
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Activity written by Brenda L. Willett and Maureen Toomey.

Rather than using a wooden base use a
wooden dowel and attach the sculpture
to the dowel with colored duct tape.
Spray sculpture with spray paint. Use
a spray box (cardboard) when spraying

Add beads as you work.

& What techniques did you use that were
similar and different from your flower
sculpture?

@ Think about your florat and free standing
sculpture, what techniques worked best
to achieve your design.

& What else could you use to create your
freestanding sculpture?

@ What are other areas in your life that thinking
about altematives and evaluating the results
would work to successfully tackle the
challenge?

fLearning
Indicators
Through creation and imagination I:
Designed a wire sculpture.
Manipulated the wire to form a flower.
Constructed a free standing wire sculpture,
Demonstrated balance and unity.

Developed and evaluated alternative
solutions to a challenge.



rving to

In the Studio: Plan out a design and then carve a
form from Plaster of Paris.

Life Skiil:
Problem solving

Youth Qutcome:
Uses cognitive abilities
and processes fo find
solutions

National Art Education
Standard:
Understanding and
applying media,
techniques, and
processes; Using
knowledge of structure
and function

Materials:
"1 Plaster of Paris

[} Vermiculite, fine
texture

L1 Water

[ Mixing container

{1 Wooden spoon

{_] Measuring cup

{7] individual containers
such as 'z pint milk
cartoons or Styrofoam
cups

[ Ptastic knives

{1 Fine grit sandpaper

("] Spray acrylic sealer

{1 Plastic bag

[} Shallow box or
photocopy paper
box lid

that shows all sides, front back, left and right; to have all the sides flow into
~-each other creating a seamless. unmed work. Another chatleng_e isto Iook ata.
- block and see the. p0331bllltles to see the form Iylng wuthln and removing matenal
~ina premse way to expose the form,

;Carvmgs begin with a_ ock of matenal The artlst wsuahzes the form At thls
. point, the artist can begin chiseling away on the black or carefully plan out the
- final sculpture on paper. Planning by drawing the sculpture from each side is
~“a wise step for beginners. When drafting the drawings consider the form, the
*-space around the form, the planes and curves, the reflection of light and creation
-of shadows. Carving the form, to create interesting space around and through
the sculpture, adds to the unity of the piece. The form surface may have curves
. that are concave (bowl) or convex (dome). Alternatively, it may have fiat planes.
_ _Planes may . mtersect and change at any degree creatmg interest, reflecting ligh

:Many matenals may be used for carving. 'ThIS actlwty 'uses plaster of F’ans but
_-other carving materials include a variety of woods and stones. Each material has -

~the finished sculpture.. Con5|der the qualities of the material when planning the

- ‘carving. It helps to have a clear concept of the final artwork and then pick the
- best material for the creation of the carving. Visualizing the form is difficult when '
. "looking at a lump of material, but wnth practlce the artist begin seemg the =

- artwork in each block of matena! o

‘Common tools used for carvmg are the. rasp, saw flle chlsel gouge and mallet

-_.snze of the piece. For this activity a plastic knife will work.:

Design Elements:
Form and texture

Design Principles:
Movement and unily

arvmg isa subtractwe process, takmg away from the btock by removmg
material; thus, giving form fo the block. One challenge to carving is.
reating in a three-dimensional format. It is difficult to create an artwork

unique qualities of color, line and texture that enhance the overall appearance of -

It really depends on the type of material you are using for the carving and the

Your Challengé o
a plaster of Paris block, camv 3 s

l;smg concave and convex surface &

as

gpace to tlow aroun d and through it.

P e R

Breparing the Block

%@ 1. Prepare the plaster of Paris according to manufacturer’s
' directions. A common ratio is: 2 parts plaster + 2 paris
and a little more of water + 3 parts fine vermiculite.

2. Immediately pour into individual milk cartoons or Styrofoam cups.
Tap containers gently on the table to lift any air bubbles to the top.

3. Set containers aside to harden overnight. Note: Cover with a plastic
bag to keep the plaster workable.

4. When hardened, remove the plaster block from the container. The
block is soft enough to carve, but does not crumble when worked.
When not working on the block, keep it covered.
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Begigning the Form

B

-around and through the

Begin sketching the carving
form. The form must have a
concave and convex surface
and allow space to flow

carving. It can represent
an object or be abstract.

Sketch the block and then
the form within, from each
perspective, all sides and

a fop view. Show what part
of the block you will be
removing. Consider the
details of the form to be
carved.

Using the sketches, draw on the block’s four sides
and top (or around the cylinder) indicating where
the form will be carved, as your sketches show

what parts will be removed and what to keep.
These are rough marks made on the biock,
nothing too precise.

Carving

8.
9.

10.

i1

Place the block in a shallow box. The box will
catch all the plaster as the block is carved.

Using a plastic knife, cut off the corners
changing the block from a cube {or cylinder)
in order to outline the form. Determine depth
at the deepest section. Holes come last only
when necessary.

Work slowly removing only as needed, from
each side for the form to emerge. Don’t work
from just one side. This may throw the form
out of proportion.

Smooth the form using fine grit sandpaper.
Add texture as needed.

1. Let the carving completely dry.

13

Spray the carving with an acrylic sealer.

o Entry
Keap the skelches In your skelchbook, Consider
sketchiing out a third carving. Consider answering
the Reflect and Imagine questions in a skelchbook,

Activity written by Maureen Toomey.
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# How does form, space and
texture work together to create
unity in the artwork?

# How did you use concave,
convex and/or planes to create
the form of your sculpture?

& How does space flow around and/or through your
form?

1. Using the same process as
above, carve from either a
cylindrical block or an organic
block letting the form determine
the content, Visualize and work
to create the main outline form.
Do several sketches of the form
within the block. -

What other material could you carve now that
you have worked with plaster of Paris?

What challenges did you have as you created
yaur sculptures?

Describe the process or steps you used to
successfully meet the challenge.

Think about other parts of your life where you
face challenges. How would the process or
steps you identified while carving help you
face challenges in this other situation?

Learning
indicators
Through creation and imagination I

Prepared plaster of Paris blocks and
cylinders.

Sketched out a form and transferred
the sketeh to the block.

Completed two carvings.

O O o

Developed and evaluated alternative
solutions to a challenge.



Life Skilk:
Positive identity

Youth Outcome:

BDevelops a healthy sense

of seif

National Art Education

Standard:

Reflecting upon

and assessing the

characteristics and merits

of their work and the work

of others

Materials:

[[] Wire, gauge 14-17

[1 Plastic from botiles
‘or food containers

[] Pulleys

[] Pliers

[[] Needle nose pliers

[] Wire cutter

[] Spray paint, white,
black and red

[(71 Cardboard spray box

] Heavy duty paper
punch, optional

Design Elements
and Principles:
Color, line, shape and movement

e Artlst Background. Krnetrc art (Greek) is art wrth movement Alexander o

1 UCalder (1898- -1976) created art that moved in the form of 2 mobile. A mobileisan !
. object that changes according to the air currents surroundrng it. Itis hung from lhe [

- ceiling and viewed from below. The chance motion allows the viewertoseethe =~

+ lines and shapes differently with each wisp of air, Calder’s artworks captured lrnes S

.'."-'._and shapes in random motion, while maintaining a center of gravrty ‘The mobiles

' are always balanced and stable allowing them to hang from one point. Calder used

. different colors, usually white, black and red because he was interested in the *: _

.. disparity in the world, and he demonstrated it in his mobiles with colors. The black BRI
- was a strong contrast to the white and the red added a sp!ash of mterest He o
1. occasionally used yellow ¢ and later blue in his mobiles. ;

"% In.a 1971 interview, Calder said thal he had "always made objects of some sort”
. He started using wire when he was a teen living in San Francisco. When the cable R
. car.wires were replaced, he would coliect the small pieces of copper wire from = j: o
.+ 'splicings that fell to the sireet, “and then he would use them for his crealions. In _g PR
- 'speaking about the mobile colors, Calder said, “l like black and white, that’s one .
“ thing, and then, black and white and red red s very it's the only color that really
"f.'feounlssomehow = SETAG AN B :

ile consisted of fines o
ir e V,;as lw:sted --bent
Wi

es. The d _l'fﬂy-_'_
& donsita
erefore he'wa nslm

to.achie

_en§0hlewng balan' ;
ennancing the qua
thought of sym-,?-, alities of
SS it he! e'd' y
any of h p achie




Your Challenge

View Calder’s works on the Internet or in
art books. Use your ingenuity to create a
mobile with wire and plastic. The mobile
should have asymmetrical balance, hang
from one point, and float freely without
collapsing to one side. Do not use the
basic hanger with objects dangling from it.
Add color to the mobile, mainly white and
black with an accent of red.

Consider how the wire will attach to the
plastic shapes. A paper punch may work
to punch a hole through the plastic.
Consider the weight of the wire and its
ability to hold its line while supporting

a shape.

& Did you try something new
e as you made your mobile?

& Think about all the activities
you did in sculpting; what did
you learn about you as you
completed the activities?

@fi @ Describe how you use color,
line and shape to create
movement in your mobile? bt

Learning
Indicators
Through crealion and imagination I

{1 Used wire and plastic to create a
balanced mobite.

[ Studied and replicated Calder’s style
or mobiles.

Acknowledgements: Smithsonian Archive of American Art, Oral History Interview with Alexander Calder at Perls Gallery,
October 26, 1971, Interviewer: Paul Cummings, hitp:/arfarchives.si.edu/oralthist/calder7 1.him

Statement by Alexander Calder From Modern Painling and Sculpture, Berkshire Museum, Pitisfield, Massachusetts.
Exhibition held 12-25 August 1933 (extended to 27 August).

"Moblles™ by Alexander Calder, From The Painter’s Object, edited by Myfanwy Evans, Gerold Howe, London, 1937.
Activity written by Maureen Toomey. 7
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