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ABSTRACT

A Training ¥orkshop on Design for Textile Printing

and Dyeing was organized by the Handicrafts and Small-

Scale Industries Unit, a joint United Nations project

of the Economic Commission for Africa African Training

and Research Centre for Women (ATRCW), and the Interna

tional Labour Organization (lLO), along with the Handi

crafts and Small-Scale Industries Development Agency

(HASIDA) of the Provisional Military Government of

Socialist Ethiopia. The Workshop took place from

14 - 25 May 1979 at the Ethiopian Handicrafts Centre in

Addis Ababa.

Twelve designers from Ethiopia, Kenya, Tanzania

and Zambia, all with prior experience in the field of

dyeing and printing, participated in the Workshop.

They brought their expertise to the Workshop, which led

to a practical exchange among professionals involved in

this work.

The major objectives of the Workshop were to explore

different sources of inspiration for good design and to

enable those who are working with textile printing and

dyeing to upgrade their ability to create well-designed

products which reflect their national heritages, thus

creating a market for the products not only within the

country, but also abroad.

The programme included visits to museums and

libraries in order to trace potential sources for

inspiration with special emphasis on ancient art and

old folk art.
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The Workshop combined theoretical and practical

aspects, with emphasis on designing of patterns and

working with different techniques for textile printing,

interpreting the theoretical aspects into practical

expressions.

The participants from outside Ethiopia brought

samples of locally-produced handwoven and mill fabrics,

together with samples of the type of dyestuff commonly

used in their countries. This enabled them to work with

these materials so that in their work they could take

into consideration the prevailing conditions in their

own countries.

A manual on design had been prepared and was

distributed to the participants. Furthermore, the

practical sessions of the Workshop were documented on

videotape so that with the help of the manual and the

videotape workshops of this nature could be conducted

by local experts in other subregions.

An exhibition on the last day of the Workshop

displayed the work done during the two weeks of training.

Local as well as international experts were invited to

view it.
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I. INTRODUCTION

BACKGROUND

Since the tradition of dyeing and printing of

textiles is not as well developed in eastern Africa as

in other parts of the continent, a large quantity of

fabrics is imported. The newly-developed textile

industry in the subregion is trying to create its own

designs which not only have a local market, but are

also marketable outside the region.

A need for renewal of textile designs based upon

traditions and available local resources was expressed

from different production centres in the subregion as

well as from some of the textile factories.

Since one of the aims of the Handicrafts and Small-

Scale Industries Unit at ECA is to promote textile

production in African countries, the Unit decided to

answer this need by arranging this Training Workshop on

Design for Textile Printing and Dyeing.

PURPOSES

The demand for textiles - for clothing, upholstery,

and household linen - is developing with the increasing

population. In eastern Africa the role of import of

textiles is rather high. Many of these imported

products could easily be substituted for by local

products. National textile industries are being establi

shed, but until they are ready to meet the demand, many

hand-made textiles at small-scale industries will have



to be produced. Sooner or later, however, these small

industries will have to face competition from expanding

textile mills. The hand production of textiles similar

to those machine-made will not survive, but the artisti

cally designed hand-produced ones will always find a

market. Paying more attention to the design of hand-

produced products will therefore be a necessity. With

these ideas in mind the following aims were proposed for

the Workshop:

a) To identify the elements involved in design;

b) To trace different sources of traditional art

and their application to textile design;

c) To renew traditional designs for modern use;

d) To adapt designs to different materials and

techniques;

e) To identify good products to meet consumer

needs,

These aims were confirmed and accepted by the

parti cipants.

ORGANIZATION

The participants of the Workshop were designers

and production managers of handicraft centres and

textile factories. The Workshop was conducted in English

The Workshop programme and a list of the participants are

given in Annex I and II of this report.

The instruction team consisted of:

Mrs. Marian Browne-Morgan, Tie-dye Expert from

Sierra Leone.

Mrs. Kesela Atnafu, Textile Expert, HA.SIDA.

Mr. Mulugeta Gabre, Chief, Printing Department

HASIDA.



Dr. Girma Kidane, Chief, Museum of the Institute

of Ethiopian Studies.

Mrs. Jasleen Dhamija, Chief Technical Adviser, HSIU,

Mrs. Catherine Kromstedt, Handicrafts Promotion

Expert, HSIU, and organizer of the Workshop.

II. OPENING CEREMONY

The workshop was opened by Mr. Aytenew Berhanu,

Chief Industrial Promotion Department of Handicrafts

and Small-Scale Industries Development Agency (HASIDA)

acting on behalf of Mr. Bekele Tadesse, General Manager

of HASIDA.

Participants and instructors gathered at the entrance

of Africa Hall.



During the opening ceremony, Mrs. Mary Tadesse,

Chief Technical Co-ordinator of African Training and

Research Centre for Women (ATRCW) welcomed the partici

pants. She stressed that women have important roles in

the textile industries, since it is an area in which a

vast number of them earn their livelihood. As guardians

of culture, women's inspirations can spring from their

own traditions and give modern designs a particular

identity.

Mr. L. Ezewuzie, Deputy Director, ILO Regional

Office for Africa, expressed his confidence that the

participants would derive practical benefit from the

workshop and that the experience gained would assist

them in initiating new training and other activities

upon their return to their respective countries and jobs.

Mr, Aytenew Berhanu welcomed the initiative of

organizing the workshop in collaboration with HASIDA,

since the Agency is responsible for the promotion and

co-ordination of the development of small-scale indus

tries in Ethiopia. He made a brief presentation on the

Ethiopian Handicrafts Centre, the venue for the workshop.

He called it HASIDA»s main arm for technical assistance

and training. He expressed the hope that the Workshop

would be a success and a springboard for similar work

shops in the future. He pointed out that Africa has an

artistic heritage to fall back on, but a serious effort

to find it and utilize it is needed.

Mrs. Catherine Kromstedt, ILO Expert in Handicrafts

Promotion and organizer of the Workshop, explained the

methodology to be followed in the workshop. She also

presented the training team. Finally, she invited the



participants to two intensive weeks of give and take

and encouraged them to derive as much benefit as they

could from this opportunity to concentrate fully on

their main interest, design.

III. PARTICIPANTS PRIORITY EXPECTATIONS FROM THE WORKSHOP

The Workshop began with a presentation of* the

Ethiopian Handicrafts Centre, where most of the workshop

sessions were held. This former production centre is

under transformation and will become a centre for train

ing of handicraft workers and the demonstration of

improved equipment and tools in the field of handicrafts.

At present there are seven workshops in operation, cover

ing the following crafts: Woodworking, carpet-weaving,

jewelry-making, horn-carving, printing, dyeing, weaving,

embroidery and bamboo work. The centre trainees

presently come mainly from the peasants' associations.

They stay for a training period of two to six weeks.

At full capacity the centre will train 92 persons in

the various workshops. Great emphasis is being placed

on the development of improved technology.

The first session of the Workshop began by the

participants introducing themselves, briefly describing

their positions, their training and their daily work.

A discussion of the Workshop programme and aims followed.

Some adjustment were made to meet the participants'

expectations of the workshop. They were as follows:

PRIORITY 1

To learn about different ways of finding inspira

tion for textile designing with special emphasis on

ancient art and old folk art. This would help the
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designers to avoid copying imported textiles as well as

ideas of other designers within the country. By building

the designs on national traditions the products of each

country will have their unique character, a necessity

for entering the export market.

PRIORITY 2

To get a brief review of the fundamentals of design.

Owing to the different backgrounds in design training, it

was felt necessary to make sure that the participants

were talking the same professional language.

PRIORITY 3

All theoretical parts of the programme should be

followed by practical exercises in order to consolidate

the experiences,

OTHER EXPECTATIONS

1. To get information on suppliers of material,

manuals and equipment for the different dyeing

and printing techniques.

2. To exchange ideas on how to follow up the

Workshop programme.

IV. SOURCES OF INSPIRATION

Since one of the main objectives of the Workshop

was to link design to traditional art the first topic

under this heading included a visit to the Addis Ababa

University Museum of the Institute of* Ethiopian Studies

under the guidance of Dr. G-irma Kidane. The Museum

displays illustrated the point that inspiration for

textile designs is not limited to old textiles alone.



Decorations on pottery and basketry may be excellent

patterns for textile printing. The wooden and metal

crosses made in ancient Ethiopia have served as

inspiration Tor an interminable amount of embroideries.

The old Ethiopian manuscripts, beautifully illustrated,

were taken out from the book-shelves where they are

usually kept under lock, and carefully examined in

order to study the delicate borders surrounding the

texts.

A visit was also paid to the Kennedy Library of

Addis Ababa University which has an excellent selection

of books on Ethiopian Art. Time was devoted to the

sketching of items in the museum and copying of illus

trations in the art books, (see next page).

Collection of art objects and handicrafts are

another source of inspiration. Limited time prevented

the group from making a collection of these items from

isolated rural areas; therefore this possibility for

tracing of old design was only described.

Other areas of inspiration are the national

environments and the objects of daily use which are

expressions of folk traditions. It is a question of

looking- and absorbing, for the surroundings are full

of motifs; the paving-stones may form an intricate

design, the wrought iron-gates as well. This motif has

been very well developed by Maridadi Fabrics, Nairobi.

Handles of wooden combs and ancient carved wooden doors

have inspired several of their printing designs.

Good advice might be: Every time a potential

design is noticed, sketch it on a piece of paper as a

reminder for the future.



Figure 1.

Designs made during the workshop. Above are two motifs copied from the

book "Churches in Rock, Early Christian 'Art in Ethiopia". Below a flower

and a border both inspired by the traditional Ethiopian interlace design.
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V. ELEMENTS INVOLVED IN DESIGN

The topic presented by Mrs. C. Kromstedt gave

an orientation in the fundamentals of* design. It

included definition and charting of shapes, colours

and composition, and also a method to transform the

design sketch into a pattern suited for repeating on

a surface.

DEFINITION

The word DESIGN is a very wide conception, e.g.

one can design a car, one can design a project. In

this context DESIGN will be used in its limited sense

of DECORATION. Through history, as it is well known,

the instinct of all human beings is to enrich their

surroundings and the objects of every day life with

decorations. Through this process one not only enhances

the value of simple household objects, but one gives

them a personal stamp and makes them expressive of

one's life.

Textile design may be compared to a musical compo

sition. There are certain elements at your disposal

and there are many different ways of combining them

depending on what you want to express. In music, you

play with a certain number of notes on the tone-scale.

By arranging them differently, you obtain a tremendous

variation of music. This is comparable with design;

instead of notes, the basic elements of design are there

to play with: i.e., shapes, colours and their inter

action with the surface. The latter is called compo

sition. The variations are unlimited. Work-sheets,

prepared in advance, were completed by the participants

in order to illustrate the different elements (see Annex III)

Figure 2

Border inspired from a manuscript of the nineteenth century.
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REPEAT

The repeating of any design on a bigger

surface requires planning. This is also valid

for all kinds of printing.

A. For sparse distribution: Mark on the material

with a pencil where to stamp. Use measure

tape or ruler to keep the same distance both

vertically and horizontally.

Original Design

B For close distribution: When the design

covers the surface completely or will form

a border, it is necessary to transform the

design into a good repeat. Repeat can be

defined as the limited part of the design,

which will be reiterated both vertically

and horizontally. The width of the

fabric may decide the size of the repeat,

e.g. for a fabric 90 cm. wide the width

of the repeat may be 5, 10, 15, 30 or

45 cm. In silk-screen printing the size

of the frame has also to be considered.

Figure 4a

H

Figure 4b

Procedure to follow, when elaborating the
repeat:

1. Check that the original design is

a quadrangle with perfect 90° angles.

2. Cut it along the vertical and the

horizontal middle lines, figure 4b.

3. Group the four parts as indicated

in figure 4c.

4. Correct irregularities if any

along the centre lines, AA and BB,

figure 4d.

5. Stop here or regroup the four

parts as in figure 4b. The aim is to

obtain as few joinings as possible.

In this case figure 4a will be the best

repeat. (in figure 4d there are two

joinings in each corner and overlapping

is difficult to avoid).

Figure 4c

Figure 4d
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VI. AUXILIARY MEANS FOR PLANNING

The success of any production depends on careful

planning. Without such planning, any investment in

equipment or labour might be hazardous. This is also

true in design work. Different auxiliary means for

planning of design were discussed. The following plans

were suggested:

Design Plan Charting of limitations Keeping of

Records

A. DESIGN PLAN

The planning of the final product should be the

first step before any patterns are sketched. It would

be helpful for tho designer to list the set of conditions

valid for the product. At each stage of the designing

and sampling it would be wise to check the list.

One important aspect to be pointed out is the inter

action between item and decoration.

Another one is the interaction between the item and

its surroundings. For example, much brighter colours

can be used for furnishings (curtains, Upholstery fabrics)

ordered for a big room such as a reception hall than for

an ordinary living room,

B. LIMITATIONS IN DESIGN

The most beautiful sketch may be worthless unless

the necessary requirements for its realization are at

hand. Therefore, from the very beginning the design

should be adapted to the limitations. The following
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headings are of assistance in listing what is avail

able for the production planned; in our case, silk-

screen printing and dyeing,

1, Raw-material

Fabrics Supplier Price

Pigment Jelly

Dye-stuff

Chemicals

Silk for frames

2. Equipment and facilities

Wooden frames
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Dye-pots

Heating plates Number Capacity Running Costs

Water

Others

3. Skilled labour-force

Wages Social Expenditure Others

k. Market



With this form well recorded with figures for

sizes, names, prices and addresses of suppliers, etc.

the components to be considered for the design and for

the calculation of the production costs as well are

included.

To be able to sell the product at a competitive

price, the production costs have to be limited and

every expenditure well-examined.

C. KEEPING RECORDS

It is recommended that accurate records be kept

at every stage of design sampling in order to easily

reproduce the design for production. As much informa

tion as possible should be specified on a sheet attached

to the sketch together with a sample of the fabric.

A standard form for record-keeping can easily be

prepared on a stencil. With the help of this form,

the risk of forgetting any important detail will be

eliminated.

k On the next page a specification form is drafted.

There is space for detailed information on:

- Product - Printing

- Fabric - Finishing

- Dyeing - Marketing

Summary: For each product the record will contain:

SKETCH, SAMPLE OF PRINTED FABRIC, SPECIFICA

TION FORM.

All three should be marked with the same code.
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CODE

SPECIFICATION FORM

1. DESCRIPTION OF PRODUCT

2. FABRICS

Type of fibre

Weaving technique

Length

Width

Diameter ..*•••

Height

Special remarks . . • •

Purchased at

3. DYED WITH DYESTUFF

4. PRINTED WITH PIGMENT JELLY ..

Colour combination

a)

*)

c)

d)

Special remarks

5. FINISHING

6. MARKETING
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VII. HOW TO IDENTIFY CONSUMER NEEDS

Even if a product is efficiently produced at a

competitive price, there may be difficulties in find

ing a buyer. Why? Because there must be a need for

this special product. Actually, this is the most

important requirement of all designing.

How can you know that people want to buy? Here

are some suggestions:

1. Listen to retailers and sales people in

direct contact with the consumer.

2. Read magazines (fashion is transmitted

mainly through mass media).

3- Consider climate and people's habits,

k. Structure the product areas; This will

probably give the most fruitful answer to

the question.

The main product areas for textiles are:

Clothing: such as coats, dresses, shirts,

skirts, trousers, local styles of

clothing and accessories such as hats,

bags and scarves.

Furniture: including carpets, mats, curtains,

upholstery fabrics, wall-hangings

and cushions.

Household

linen : such as table cloths, table mats,

napkins and towels.

Markets: ^a) the local market

(b) the export market
(c) the tourist market

The three markets require different products.
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VIII. MOBILISATION OF WOMEN IN HANDICRAFTS PRODUCTION

For several years Mrs. Kesela Atnafu has assisted

Ethiopian women in developing cottage industries. In

the very beginning she found that the women possessed no

capital for investment. Therefore, she realized that the

cost of raw materials must be kept very low. She found

that one solution to this problem was to seek waste

material usually thrown away by industries and to

co-ordinate techniques and material in order to produce

attractive products. She demonstrated many samples of

children's clothing and items for home decoration

produced by these women. They were all made at an

extremely low cost due to the availability and use of

this waste material.

IX. COPYING OR RENEWAL

Under this heading Mrs. Jasleen Dhamija led a

discussion on sources of inspiration, transformation and

copying, as well as the limitations placed on design by

the techniques being used. The basic principles of

adaptation of a design to suit a technique as well as the

final use of the item designed were discussed. It was

also pointed out that direct copying would not be an

effective way of creating a design. The source material

could either give inspiration in the flow of patterns, in

the use of motifs, in distribution of designs, in the use

of colours or by providing a reportoire of motifs. It

could also be a stimuli and inspire an indirect effect

on totally new expression stylized to suit the technique

being used.

A collection of books on African design, Asian and

Middle Eastern design were shown, and a collection of

handprinted silks and cottons from India, Persia and a

few from Africa were displayed to the participants. The
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possible sources of these textile designs were presented from

the books, and it was discussed how a motif changes when being

adapted for different techniques in ceramics, in wood-carving

in metal work as well as different techniques in textiles,

namely, screen printing, tie and dye, resist printing and batik

The participants were asked to select one of the illustra

tions from the books and transform it into a design for a parti

cular technique and specific use.

These designs were then put up under different categories,

i.e copying, adaptation, renewal and free expression. The

participants were asked to put the different designs created

by them under these headings and discuss the merits of the

design. Namely, was it a successful design, did it suit the

technique and would it be suitable for the object for which it

would be used?

A lively discussion followed with critical analysis of

their own designs as well as those of their colleagues.

Figure 3.

Tie-dye design used as background for blockprinting. Directions:
Make ^-fold. Then make triangle-fold and repeat from 2-5 untill
the whole piece of fabric is folded. After dipping the folded

edges, on all three sides, in the dye-liquor this squared-diamond
design is obtained.
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X. TIE AND DYE

There are different methods for making tie-dye.

In order to let the participants exchange experiences

on this topic, practical sessions were arranged.

Furthermore, an instroduction to West African tie-dye

was given by Mrs. M, Browne-Morgan.

Tie-dye is probably one of the easiest to learn

among the many handicraft activities. As its name

implies, tying and dyeing are essentially the techniques

involved in this activity. Varied patterns and colour

arrangements are produced by folding and by stitching.

A good quality dye, however, is essential for giving

the finished product a lasting value.

Characteristic tie and dye patterns and motifs can

be produced in a number of ways, a few of which are

given below. For good results, tying should be essen

tially tight, directed and spaced to conform to the

desired design.

Illustrations of tying can be found in any book

on tie-dye. See the manual list in Annex IV.

A

Lines and stripes can be done in straight or

parrallel curves arranged vertically, horizon

tally or diagonally. They can also be in

interesting mixed linear patterns. Simple

tying techniques can achieve these vary effect

ively by colour contrasts•

Concentric circles, squares and diamonds are

produced by first making a 2-fold or 4-fold,

followed by rows of tying. Folding is a

common practice for balancing and duplicating
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Figure 5•

For a regular and

organized pattern

and distribution

of colours pleats

and tucks are done

in accordion arran

gement and the spa-

cings measured.

Figure 6O

One way of dyeing

the tied material

is to prepare a small

amount of dye solution

in a cup and splashing

it on the tied materi

al using a teaspoon.
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the pattern on the other side of the material. This

works well with light or loosely woven materials. But

when the material is heavy, the layers that are folded

underneath get a much lighter colour, which may not be

as desirable.

3. Picking and tying portions of the material

at random produces irregular but nevertheless

beautiful and interesting shapes and forms.

k. For a regular, organized pattern and distri

bution of colours, pleats and tucks are done

in accordion arrangement and the spacings

measured as shown in Figure 5.

5. If definite shapes of motifs and directions

of lines are desired, then stitching the

pattern is necessary before tying is done as

shown in Figure 9,

6. If more than two colours are to be produced on

the material, the material to be dyed should be

in one of the colours desired. Then, partial

or alternate untying and dipping again in

another dye is done,

B. Dyeing

There are two different ways of dyeing the tied

material, either:

a) by dipping it into a dye-bath prepared

in a big dye-pot. Fivo litres are required

for a piece of tied material weighing

0.5 kg., or approximately 3 meters.

or b) by preparing a small amount of dye solution

in a cup and splashing it on the tied

material using a teaspoon, as shown in
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Figure 6. In both cases, the first step '

is to wet the tied material in clean water.

In the latter case hot dye solution must be

used, in the former cold dyes will be

sufficient, since the material has to be

kept for at least ^5 minutes in the dye

bath, which is needed to permit the cold

dye to penetrate the fiber.

Depending on available dyestuff use one of the

recipes on page 28 - 30•

C. After-treatment

After the material has been dyed, it should be

rinsed well in cold water with salt and all the stitches

removed. (The salt prevents the dye from entering into

the undyed parts). The material should be washed with

hot water, soap or detergent to remove any dye residue

and rinsed until the water clears. It should be

stretched and dried on a line in the shade. Press the

material while it is still damp.

TIE-DYE DRESS MATERIAL

A more elaborate tie-dye design can be obtained

by drawing motifs on the fabric with a pencil and then

stitching the contours f This will be described step-by-

step.

Tools: 1. Pencil.

2. Needle, big.

3. Scissors.

MaterL als:

1. Cotton dress material 3»5m. long

120cm wide.
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Figure 7. Design traced on tie-dye dress material



2. Coarse sewing thread.

3. Dye, guaranteed fast.

4. Plenty of water.

5. Soap or laundry detergent.

Materials and equipment for dyeing, see Dyeing

page 28.

Procedure:

A. Preparing the fabric:

a) Most cotton fabric contains starch,

which has to be removed before any dye

can enter the fibre. The first step,

therefore, will be to wash the material

in hot water and soap. Then rinse it

4-5 times in clear water, dry it and

iron it,

b) Trace the front and back patterns of

the dress on the fabric in order to

know exactly the place for the design,

Figure 8a.

c) Cut out patterns for petals and leaves,

Figure 8b,

d) Locate and mark places for leaves,

flowers and stems.

e) Trace the design, Figure 7, on the

material using the cut out patterns for

leaves and potals.

f) Stitching. Sew each part of the design

using running stitches about 1 cm. long.

Sew in the following order:

Middle of flower, petals, stems and leaves.
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(Always begin with a knot and end each part with

about 30cm. extra thread. End all stitching outward.

This is very important when the threads are drawn and

tied later, Figure 9a).

g) Finish stitching all parts of the design for

the front and back of the dress,

h) Tying the flowers and leaves. Follow the

same order as in stitching. Then, crease

and press lengthwise the middle of the flower.

Put back the needle on the end of the thread.

Press the crease between the thumb and first

finger of the left hand as the right hand

pulls the thread carefully to gather the

stitched part as shown in Figure 9b. Wind

the thread around the gathered stitches.

Continue with a few spiral winds to the top.

Close by stitching twice through the tied

portion, Figure 9c. Tying should be firm.

Do the same for all the petals and leaves,

i) Tying the stems. Start with the inner stems.

Put the needle back to the thread. Draw the

thread. Guide and arrange the folds formed

by the gathered stitches. Press the gathered

part between the thumb and the first finger.

Stitch this part under and around catching

all the folds between the stitch. Make

stitches tight and close. Finish about 1 cm.

wide, Figure 9d.

j) Finish all stems similarly,

k) Follow the same procedure for tying the

stitched design of the back of the dress.

l) Soak the tied material in water.

B. Dyeing the material see pages 21, 28, 29 and 30

After-treatment see page 22.
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Figure 8

b. Patterns for design

a. Tracing front and back patterns on the material to be dyed



Stitching the design •nding outward

d. Stitching the
stem
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XI. DYEING WITH SYNTHETIC DYES

For all natural fibres like cotton, silk, sisal

and wool, use DIRECT OR REACTIVE DYES, which are

guaranteed fast.

To obtain a good result a FINE SCALE is recommended

for the weighing of the dyestuff, a MEASURING GLASS for

the chemicals and a BALANCE for the weighing of the

fabric. If these auxiliary means are available it is

easy to follow the description supplied by the dye

manufacturer. If not you may use rough measurements

and adjust the amounts as you find necessary according

to experience. The following method may serve as a

guideline:

DYEING WITH COLD DYES, e.g. Procion MX

Procion MX gives bright fast shades on cotton.

They can be used on most natural fibres but they are

not suitable for nylon, polyester or other synthetic

fibres•

You will need:

1. Procion MX

2. Common Salt (also known as sodium chloride).

3. Soda Ash (also known as sodium carbonate or

magadi soda ash).

Amounts to use:

The amounts given in this recipe are those required

to dye 500 grams of tied cotton cloth (approximately

3 meters or 1 lb) in 5 litres of water (approximately

1 gallon). For different weights of cloth all the

quantities must be adjusted by correspondxng amounts.
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Procion MX:

For pale shades, 5 grams dye to 500 grams cloth.

For medium shades, 10 grams dye to 500 grams cloth.

For heavy shades, 20 grams dye to 500 grams cloth.

Common Salt:

Use 250 grams salt to 5 litres dye liquor.

(For pale shades the amount of common salt can be cut

in half).

Soda Ash:

Use 50 grams to 5 litres dye liquor.

(For pale shades the amount of soda ash can be reduced

by half).

Useful Hints:

5 grams dye = l/6oz. = 1 level teaspoon (approximately)

1 full tea cup = 9 oz. = 250 grams.

How to dye 500 grams of cloth

1. Put the required amount of dye into a bucket

and make it into a paste with a little cold

water.

2. Add dye paste to 5 litres of cold water. Stir

until solution is clear.

3. Dissolve the common salt in a small amount of

hot water and add it to the dye liquor,

4. Wet a cloth from which all starch has been

removed and wring it out. Then put the wet

fabric into the dye liquor and keep turning it

over to get it thoroughly and evenly wetted

with the dye liquor.
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5. While doing this put the soda ash into

approximately 1 litre cold water and stir

until dissolved.

6. Now add the clear soda ash solution to the

dye bath turning the cloth over continously.

7. Continue dyeing cold for 45 minutes stirring

occasionally.

After-treatment see page 22

DYEING WITH HOT DYES, e.g. Procion H.

Procion H dyes gives bright, fast shades on

cotton. They can be used on most natural fibres but

they are not suitable for nylon or other synthetic

fibres.

For dyeing 500 grams of tied cotton fabric

(approximately 3 meters) the ingredients needed are:

1 teaspoon procion ^H dye

1 teaspoon common salt

Y teaspoon soda ash

1 dl hot water

Directions for use:

1. In a jar or a cup paste the dye powder in a

small amount of cold water.

2, Add the hot water. The temperature should

not be higher than approximately 85°C»

3# Add the salt. Stir until it is completely

dissolved.

k. Add the soda ash. Stir until it is completely

dissolved.

5. With the aid of a teaspoon splash the dye

solution on the tied fabric.

After-treatment, see page 22,
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XII. BLOCKPRINTING

This topic was presented by Mrs. C. Kromstedt,

who demonstrated the different methods of blockprinting.

The participants were given the opportunity to try

the different methods, as this is a simple way to experi

ment with design on fabric. Blockprinting is a good

alternative to silkscreen printing because investment

in equipment is less expensive and this type of print

ing can be done in the home as a simple cottage indus

try. The blocks can be made of potato, linoleum,

rubber or wood.

POTATO BLOCK

1. Cut a firm potato into two pieces using a

sharp knife. The sharp knife ensures that the surface

will come out smooth.

2. Trace the design on the surface with a well-

sharpened pencil.

3. Cut away along the outline diagonally (not

vertically) until only the desired shape remains again

using a finely sharpened knife.

4. Before using the potato block for printing

put the cut surface onto a piece of soft paper to abosrb

any excess moisture. A potato block cannot be used for

longer than a day because it shrivels up after some hours

RUBBER, LINCLEUM OR WOODEN BLOCKS

Material: A sheet of rubber, 8 ran, thick or a

sheet of linoleum, 6-8 mm. thick or a piece of soft

wood. Sheets of rubber can be found at a shoemaker's,

where they are used for making soles of shoes. Sheets

of linoleum are mainly used for floor-covering.

Tools: A set of engraving tools like U-shaped

and V-shaped veiners and gouges of different sizes.



Figure 10.

Potato-stamp Figure 11.

Motif carved in rubber and glu

ed to a piece of timber with a

handle attached.

Figure 12

Tools for carving in pota

toes, linoleum and rubber

Figure 13 •
This repeat design is meant for

a border.
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Hard metal tools are needed for wooden work, softer

ones can be used for rubber and linoleum.

1. Cut a piece of rubber, linoleum or wood

corresponding to the size of the design,

2. Transfer the design to the surface of the

block using a sheet of carbon paper,

3. Outline the design with a U-shaped veiner.

For wood a razor blade-knife may be needed. Remember

to point the knife away from yourself.

h. Cut away the material around the design

using the gouges.

5, Blocks of rubber or linoleum must be glued

to a piece of timber. A handle can also be glued to

the blocks to facilitate the printing.

6. Clean the engraved surface by brushing it

with hot water and detergent.

Trial: To make sure that the design is properly

cut dip the engraved side of the block in the dye-

paste and try it on a piece of paper. Make any

necessary corrections. Use a stamping pad prepared

from a piece of plastic foam placed in a tray well-

soaked with printing paste.

MIXING OF PRINTING PASTE

The amounts of chemicals will vary according to

the type of dye used.

The following is the recipe for Iraperion.

Ingredients: 20 g. Imperion dye

40 g. thickener

80 g. binder

1 litre cold water

1. Dissolve the dye-powder in a small amount

of the water and stir until the powder is completely

dissolved.



2. Pour the dissolved dye into a bucket and add the

thickener. Stir until it is well mixed. Then pour it through

a strainer.

3. Add the binder, stir thoroughly and strain it again if

it is necessary. This printing paste can be stored for about

two weeks if kept in a glass jar well covered with a tight cap.

PRINTING

1. Use a steady table. Cover it with flannel and put a

piece of plastic cloth over .this.

2. The fabric to be printed should be attached to the

table with cellophone tape.

3. Use a pencil to mark where to stamp the fabric. This

planning is very important in order to avoid errors in the

printing.

h. Make a stamping pad from a piece of plastic foam.

Place it in a tray and soak it well with the printing paste.

5. Between each stamping press the block towards the

pad. Print on the fabric by pressing firmly on the block.

After-treatment: When all the printing is finished, hang

the fabric to dry for a few hours. Then iron it slowly to let

the heat fix the dye.

Blockprinting practiced

by one of the participants.
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XIII. SILKSCREEN PRINTING

Mr. M. Gabre explained and demonstrated the working method

for silkscreen printing. It can be divided into four steps:

1. Preparing of the frame

2. Transfering of the design to the silk attached to

the frame.

3. Preparing of printing paste (the same as for block-

printing) .

4. Printing. This is done by placing the prepared frame

on the fabric to be printed, then pouring the printing paste

into the frame and pressing it through the silk. When lifting

the frame, the design will show on the fabric.

Each step requires some skill and training. To describe

it in this report would take too much space. It is therefore,

recommended that the description given in one of the manuals

listed in Annex IV be followed.

Figure l4

Figure 15

Two pieces of wood under the frame X/ prevent the silk

from sticking to the table, while the lacquer is painted

on the silk. The lacquer seals the total surface except

for the actual design. The dye then penetrates the

design parts only.

Printing is done by pressing the printing-paste through

the design parts of the silk.



XIV. EVALUATION AND SUGGESTIONS FOR FOLLOW-UP

Since this was the first training workshop on

design arranged by ATRCV/lLO/ECA great emphasis was

placed on evaluation. This was done in two ways. First

at the beginning of the programme the participants were

given the opportunity to express their views and

expectations (see III Expectations). Secondly, before

the closure, both a verbal and a written evaluation

took place.

The participants felt that the timing of the

workshop was very appropriate. There is a growing

textile industry in many East African countries to

supply the local dmenads and provide alternative to

imported textiles. Consequently, there is a need for

good designs, which can reflect national heritages.

Of the topics covered the following were rated

most highly: art history, design fundamentals, tie-

dye, block-printing and silkscreen-printing. All the

practical sessions were highly appreciated.

General comments included the following;

The workshop was too short, 3-k weeks would have

been better.

To have all the theoretical parts immediately

followed by practical sessions was folt to be a positive

experience.

The exchange of ideas between the participants

was encouraged and this gave an extra dimension to the

programme.

It was felt that more time should have been

devoted to explain the chemical processes connected

with dyeing.
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In general the participants felt that the workshop

was successful and of value for their future work. The

following recommendations were made for follow-up:

The Ethiopian participants had experienced a problem

in finding a supplier of dye-stuff willing to sell small

amounts of dyes. A request for assistance in solving this

problem was made to the organizer of the workshop.

The Ethiopian participants also expressed a wish for

a permanent training programme,for education of textile

designers, which could be attached to Addis Ababa University

Participants from other countries recommended the

same programme be offered on the national level in all East

African countries where there is a growing textile industry.

A participant explains different ways of preparing a stamp

for block-printing.
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XV. EXHIBITION OF SOME OF THE WORK OF THE PARTICIPANTS

From the exhibition

of the work done

during the Workshop.

Right: Cotton fabric

primarly tie-dyed,

secondly stamped with

a rubberblock.

Below: Two partici

pants demonstrating

different blocks.

One participant on

the right shows dress

material in tie-dye

to a visitor.



TIM

Monday Xk May 1979

10:00 a.m.

11:30 a.m.

3:00 p.m.

Tuesday 15 May 1979

9:00 a.m.

2:30 p.m.

3:30 - 5:00 p.m.

Wednesday 16 May 1979

9:00 a.m.

11:00 - 1:00 p.m.

2:30 - 5:00 p.m.

Thursday 17 May 1979

9:00 a.m.

11:00 - 1:00 p.m.

2:30 - 5:00 p.m.

6:00 - 8:00 p.m.

39

E T A B L E

ANNEX I

Activity

Regxstratxon at Africa Hall

Opening Session at Africa

Hall

Visit to Ethiopian Handi

crafts Centre. Introduction

of Participants.

Visit to Institute of

Ethiopian Studies. "The main

currents of East African Art

History" by Dr. Girma Kidane.

"Elements involved in designl".

by Catherine Kromstedt.

Practical Work,

Visit to Kennedy Library,

Addis Ababa University.

"Limitations in Design"

Discussion.

Practical Work.

"Elements involved in design II"

by Catherine Kromstedt

Practical Work

"Copying or renewal"

by Jasleen Dhamija

Presentation of Kenyan,

Tanzanian and Zambian Handi

crafts .



Friday 18 May 1979

9:00 - 1:00 p.m,

2:30 - 5:00 p.m,

Saturday 19 May 1979

9:O0 a.m.

Sunday 20 May 1979

12:00 a.m.

1:00 p.m.

Monday 21 May 1979

9:00 a.m.

11:00 - 1:00 p.m.

2:30 - 5:00 p.m.

Tuesday 22 May 1979

9:00 - 5:00 p.m.

Wednesday 23 May 1979

9:00 - 11:00 a.m.

11:00 - 1:00 p.m.

2:30 - 5:00 p.m.

Thursday Zh May 1979

9:00 - 1:00 p.m.

2:30 - 5:00 p.m.

Friday 25 May 1979

9:00 - 11:00 a.m,

3:30 p.m.

Activity

Practical Work,

"West African Tie-Dye"

by Mrs. Miriam Browne-Morgan.

Visit to Ethiopian Tourist

Trading Co.

Visit to Ethiopian Ceramic Co

Visit to a Pottery Production

Co-operative

Lunch in the countryside.

"Mobilization of Women in

Handicrafts Production"

by Mrs. Kesela Atnafu

Practical Work Tie-Dye

Practical Work Tie-Dye

Practical Work Tie-Dye.

Demonstration of Blockprinting

Practical Work

Practical Work

Demonstration of Silkscreen-

printing.

Practical Work

Evaluation of the Workshop

Formal Opening of the

Exhibi tion.



4l ANNEX II

LIST OF PARTICIPANTS

TRAINING WORKSHOP ON DESIGN FOR TEXTILE PRINTING AND DYEING

Country Name

United Republic Mr. William

of Tanzania Olemollel

Kenya

Zambia

Ethiopia

Mr. Mustafa

Peera

Mr. Francis

Chishimba

Mr. Tessema

Kassa

Mr. Assefa

Hailu

Mr. Assefa

H/Michael

Mr. Mulugeta

Gabre

Actual Post

Handicrafts

Designer SIDO,

Dar-es-Salaam

Production

Supervisor

Tototo-Home-

Industries, Mombasa

Chief Designer

at Kafue Textiles

Designer at

Akaki Textile

Mills

Production

Manager at

Medhane Alem

Rehabilitation

Centre

Instructor in

Art and Dyeing

at EWWA

Designer at

Ethiopian Handi

crafts Centre

Mrs. Mulushewa Designer at

Tesfaye

Mr. Getahun

Tsegaye

Mr. Abera

Debel

EWWA Handicrafts

Centre

Designer at

Ethiocraft Reha

bilitation Centre

Address & Tel. No

P.O. Box 2476

Dar-es-Salaam

Tanzania Tel.

21011 or 63133

P.O. Box 82275

Mombasa, Kenya

Tel. 313363

P.O. Box 131

Kafue, Zambia.

Tel. 205206

P.O. Box 1041

Akaki, Ethiopia.

Tel. 151278

P.O. Box 3097

Addis Ababa, E.

Tel. 117071

P.O. Box 2418

Addis Ababa, E.

Tel. 112175

P.O. Box 3125

Addis Ababa, E.

P.O. Box 241.8

Addis Ababa, E.

Tel. 112175

P.O. Box 3O722

Addis Ababa. E.

Tel. 153761

Designer at Dire P.O. Box 29

Dawa Textile Mills Dire Dawa, E.

Tel. 113304 or

112859

Sister Evelyn Production

Fergus

Mrs, Misrak

Tessema

Manager at

Bethlhem Centre

Designer at the

Relief and Reha-

P.O. Box

Addis Ababa, E.

Tel. 446419

P.O. Box 5686

Addis Ababa, E.

Tel. 447229

Commission
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ANNEX III

1.

WORKSHEETS

SHAPES

A U AW

LINES

CLOSED SHAPES
OPEN SHAPES



COLOURS y

R

1. PRIMARY COLOURS

Yellow

Red

Blue

Green

2. SECONDARY COLOURS

YR. yellow-red

BR. blue-red

BG. blue-green

YG. yellow-green

NEUTRALS

White

Grey

Black

COLOUR COMBINATIONS

Monocromatic

Analogous

Complementary

COLOUR QUALITIES

Lightness

Brightness

Fullness

COLOUR INTERACTION

Rejection of size

Rejection of shade



kk

WHITE

•H

H

H

BLACK

This graph was used to group the different

shades of one single colour and to illustrate

the different colour qualities.



COMPOSITION

a) Motifs scattered

b) Motifs evenly spread

c) Motifs in groups. Symetric.

d) Motifs in groups. Assymetric.

e) Motifs in rest

f) Motifs in motion (rythm)

g) Perspective

On this and next page sketches of

the five different groupings of the

same simple motif, illustrating:

( a - f ). Furthermore, a simple

sketch of perspective ( g ) and

the same motif as an outline dra

wing ( h ) .
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ANNEX IV

Manuals on Dyeing and Printing

1. Ash, Berye and Anthony Dyson (l97O), Introducing

Dyeing and Printing.

2. Bolfer, Nancy (1973). Designing in Batik and

Tie-Dye. Davis Publications, 50 Portland street,

Worcester MA 01608 U.S.A.

3. RITCO, editors (1973). Dye-craft. CPC

International Incorporated. Indianapolis,

Indiana k62O6 U.S.A.

k. Hein Gisela (1972). Printing Fabric by Hand.

Van Nostrand Reinhold Co., UK.

5. Chieffo. Silk-screen as a Fine Art. Van

Nostrand Roinhold Co., UK.

6. Nea, Sara (1971). Tie-dye. Van Nostrand Reinhold

Co. UK.

7. Petersen, Bente (1977). Textile Cottage Industry:

tie-dye and silk-screen. Toldstedparken 217,

Herning, Denmark.




