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Chapter - 1 

Textile design-Introduction 

A textile or cloth is a flexible woven material consisting of a network of natural or artificial 

fibres often referred to as thread or yarn. Yarn is produced by spinning raw fibres ofwool, flax, 

cotton, or other material to produce long strands.Textiles are formed byweaving, knitting, 

crocheting, knotting, or pressing fibres together (felt). 

The words fabric and cloth are used in textile assembly trades (such as tailoring anddressmaking) 

as synonyms for textile. However, there are subtle differences in these terms in specialized 

usage. Textile refers to any material made of interlacing fibres. Fabric refers to any material 

made through weaving, knitting, spreading, crocheting, or bonding that may be used in 

production of further goods (garments, etc.). Cloth may be used synonymously withfabric but 

often refers to a finished piece of fabric used for a specific purpose (e.g., table cloth). 

Textile design is the process of creating designs and structures for knitted, woven, non-wovenor 

embellishments of fabrics. 

Knitting is a method by which thread or yarn is used to create a cloth. 

Knitted fabric consists of a number of consecutive rows of loops, called stitches. As each row 

progresses, a new loop is pulled through an existing loop. The active stitches are held on a needle 

until another loop can be passed through them. This process eventually results in a fabric, often 

used for garments. 

Knitting may be done by hand or by machine. There exist numerous styles and methods of hand 

knitting. 

Different types of yarns and needles may be used to achieve a plethora of knitted materials; these 

tools give the final piece a different colour, texture, weight, and/or integrity. Other factors that 

affect the end result include the needle's shape, thickness and malleability, as well as the yarn's 

fibre type, texture and twist. 



Weaving is a method of fabric production in which two distinct sets of yarns or threads are 

interlaced at right angles to form a fabric or cloth. The other methods are knitting, lace making, 

felting, and braiding or plaiting. The longitudinal threads are called the warp and the lateral 

threads are the weft or filling. (Weft or woof is an old English word meaning "that which is 

woven".) The method in which these threads are inter woven affects the characteristics of the 

cloth. 

Cloth is usually woven on a loom, a device that holds the warp threads in place while filling 

threads are woven through them. A fabric band which meets this definition of cloth (warp 

threads with a weft thread winding between) can also be made using other methods, including 

tablet weaving, back-strap, or other techniques without looms. 

The way the warp and filling threads interlace with each other is called the weave. The majority 

of woven products are created with one of three basic weaves: plain weave, satin weave, or twill. 

Woven cloth can be plain (in one colour or a simple pattern), or can be woven in decorative or 

artistic designs. 

Textile designing involves producing patterns for cloth used in clothing, household textiles (such 

as towels) and decorative textiles such as carpets. The field encompasses the actual pattern 

making as well as supervising part or all of the production process. In other words, textile design 

is a process from the raw material into finished product. Fiber, yarn and finishes are the key 

elements to be considered during the textile design procedure. 

Overview 

Textile designing is a creative field that bridges fashion design, carpet manufacturing and any 

other cloth-related field. Textile design fulfills so many purposes in our lives. For example: 

• People climb out from under sheets and blankets and step into slippers and a robe. 

• People wash their faces with washcloths, dry them with towels, and put on clothing for 

the day. 

• People sit on upholstered seats; the vehicle moves on tires reinforced with strong textile 

cord. 



The above examples illustrate the importance of textile in our daily lives. Also, these examples 

give the idea to the textile designer to consider the contribution of the performance to the 

finished fabric, because the design from the designer gives a direct influence on the performance, 

durability and attractiveness of a final product. It embodies not only drawing skill but also 

business savvy of the global textile industry and consumer relations as well. 

Textile designers marry a creative vision of what a finished textile will look like with a deep 

understanding of the technical aspects ofproduction and the properties of fiber, yarn, and dyes. 

Designs for both woven and printed textiles often begin with a drawing or watercolor sketch of 

the finished design. Traditionally, drawings of woven textile patterns were translated onto special 

forms of graph paper called point papers which were used by the weavers in setting up their 

looms. 

In nowadays, designers might use software, hand paint, or grab a pencil and paper to record their 

design. Once a pattern is agreed upon, the design process shifts to choosing the proper fabrics 

and then to getting the design printed on or woven into the fabric.Designer might want to use the 

method of dyeing or printing to create their design. There are many printing methods. For 

instance, 

• Direct (Blotch) Printing-It is a direct printing technique where the background color and 

the design are bothprinted onto a white fabric usually in a one operation. Any of the methods like 

block,roller or screen may be used 

• Overprinting- Overprinting refers to the process of printing one colour on top of another 

inreprographics. This is closely linked to the reprographic technique of'trapping'. Another use of 

overprinting is to create a rich black (often regarded as a colour that is "blacker than black") by 

printing black over another dark colour. 

It is also the term used in the production of envelopes customised to order by printing images 

(such as logos) and texts (such as slogans) on mass-produced machine-made envelopes; the 

alternative way of producing such envelopes is to print "on the flat" and then cut out the 

individual shapes and fold them to form the envelopes. However the latter method is generally 

only economically viable for large print runs offering returns to scale. 



Overprinting also refers to the printing of additional information onto self-adhesive labels and 

product packaging. "Best Before", "Use By" dates and batch codes are printed in situ onto 

product packaging as the items are packed. Generally thermal printers, ink jet printers or laser 

printers are used. 

• Discharge Printing-Discharge printing, in which a bleaching agent is printed onto 

previously dyed fabrics to remove some or all of the color 

• Resist Printing- . Resist dyeing, in which awaxor other substance is printed onto fabric 

which issubsequently dyed. The waxed areas do not accept the dye, leaving uncolored patterns 

against a colored ground 

• Block Printing-Woodblock printing is a technique for printing text, images or patterns 

used widely throughout East Asia and originating in China in antiquity as a method of printing 

on textiles and later paper. As a method of printing on cloth, the earliest surviving examples from 

China date to before 220, and woodblock printing remained the most common East Asian 

method of printing books and other texts, as well as images, until the 19th century. Ukiyo-e is the 

best known type of Japanese woodblock art print. Most European uses of the technique for 

printing images on paper are covered by the art term woodcut, except for the block-books 

produced mainly in the 15th century. 

• Roller Printing-This elegant and efficient process was patented and worked by Bell in 

1785 only fifteen years after his application of the engraved plate to textiles. Bell's first patent 

was for a machine to print six colours at once, but, owing probably to its incomplete 

development, this was not immediately successful, although the principle of the method was 

shown to be practical by the printing of one colour with perfectly satisfactory results. The 

difficulty was to keep the six rollers, each carrying a portion of the pattern, in perfect register 

with each other. This defect was soon overcome by Adam Parkinson of Manchester, and in 1785, 

the year of its invention, Bells machine with Parkinson's improvement was successfully 

employed by Messrs Livesey, Hargreaves and Company of Bamber Bridge, Preston, for the 

printing of calico in from two to six colours at a single operation. 

The advantages possessed by roller printing over other contemporary processes were three: 

firstly, its high productivity, 10,000 to 12,000 yards being commonly printed in one day of ten 



hours by a single-colour machine; secondly, by its capacity of being applied to the reproduction 

of every style of design, ranging from the fine delicate lines of copperplate engraving and the 

small repeats and limited colours of the perrotine to the broadest effects of block printing and to 

patterns varying in repeat from I to 80 in.; and thirdly, the wonderful exactitude with which each 

portion of an elaborate multicolour pattern can be fitted into its proper place without faulty joints 

at its points of repetition. 

• Screen Printing-Screen printing is a printing technique that uses a woven mesh to support 

an ink-blocking stencil to receive a desired image. The attached stencil forms open areas of mesh 

that transfer ink or other printable materials which can be pressed through the mesh as a sharp-

edged image onto a substrate. A fill blade or squeegee is moved across the screen stencil, forcing 

or pumping ink into the mesh openings for transfer by capillary action during the squeegee 

stroke. Basically, it is the process of using a stencil to apply ink onto a substrate, whether it be t-

shirts, posters, stickers, vinyl, wood, or other material. 

Screen printing is also a stencil method of print making in which a design is imposed on a screen 

of polyester or other fine mesh, with blank areas coated with an impermeable substance. Ink is 

forced into the mesh openings by the fill blade or squeegee and onto the printing surface during 

the squeegee stroke. It is also known as silkscreen, serigraphy, and serigraph printing. One 

colour is printed at a time, so several screens can be used to produce a multicoloured image or 

design. 

Today, most professional textile designers use some form of computer-aided design software 

created expressly for this purpose. 

Some of the latest advances in textile printing have been in the area of digital printing. The 

process is similar to the computer controlled paper printers used for office applications. In 

addition, heat-transfer printing is another popular printing method to be used in the textile 

design. 

Digital printing 

Digital printing refers to methods of printing from a digital-based image directly to a variety of 

media. It usually refers to professional printing where small-run jobs fromdesktop publishing and 



other digital sources are printed using large-format and/or high-volume laser or inkjet printers. 

Digital printing has a higher cost per page than more traditional offset printing methods, but this 

price is usually offset by avoiding the cost of all the technical steps required to make printing 

plates. It also allows for on-demand printing, short turnaround time, and even a modification of 

the image (variable data) used for each impression. The savings in labor and the ever-increasing 

capability of digital presses means that digital printing is reaching the point where it can match 

or supersede offset printing technology's ability to produce larger print runs of several thousand 

sheets at a low price. 

Digital printing methods of note 

Fine art inkjet printing 

Fine art digital inkjet printing is printing from a computer image file directly to an inkjet printer 

as a final output. It evolved from digital proofing technology from Kodak, 3M, and other major 

manufacturers, with artists and other printers trying to adapt these dedicated prepress proofing 

machines to fine-art printing. There was experimentation with many of these types of printers, 

the most notable being the IRIS printer, initially adapted to fine-art printing by programmer 

David Coons, and adopted for fine-art work by Graham Nash at hisNash Editions printing 

company in 1991. Initially, these printers were limited to glossy papers, but the IRIS Graphics 

printer allowed the use of a variety of papers that included traditional and non-traditional media. 

The IRIS printer was the standard for fine art digital printmaking for many years, and is still in 

use today, but has been superseded by large-format printers from other manufacturers such as 

Epson and HP that use fade-resistant, archival inks (pigment-based, as well as newer solvent-

based inks), and archival substrates specifically designed for fine-art printing. 

Substrates in fine art inkjet printmaking include traditional fine-art papers such as Rives BFK, 

Arches watercolor paper, treated and untreated canvas, experimental substrates (such as metal 

and plastic), and fabric. 

For artists making reproductions of their original work, inkjet printing is more expensive on a 

per-print basis than the traditional four-coloroffset lithography, but with inkjet printing the artist 

does not have to pay for the expensive printing-plate setup or the marketing and storage needed 

for large four-color offset print runs. Inkjet reproductions can be printed and sold individually in 



accordance with demand. Inkjet printing has the added advantage of allowing artists to take total 

control of the production of their images, including the final color correction and the substrates 

being used, with some artists owning and operating their own printers. 

Digital inkjet printing also allows for the output of digital art of all types as finished pieces or as 

an element in a further art piece. Experimental artists often add texture or other media to the 

surface of a final print, or use it as part of a mixed-media work. Many terms for the process have 

been used over the years, including "digigraph" and "giclée". Thousands of print shops and 

digital printmakers now offer services to painters, photographers, and digital artists around the 

world. 

Digital laser exposure onto traditional photographic paper 

Digital images are exposed onto true, light sensitive photographic paper with lasers and 

processed in photographic developers and fixers. These prints are true photographs and have 

continuous tone in the image detail. The archival quality of the print is as high as the 

manufacturer's rating for any given photo paper used. In large format prints, the greatest 

advantage is that, since no lens is used, there is no vignetting or detail distortion in the corners of 

the image. 

Digital printing technology has grown significantly over the past few years with substantial 

developments in quality and sheet sizes. 

Applications 

Digital printing has many advantages over traditional methods. Some applications of note 

include: 

• Desktop publishing – inexpensive home and office printing is only possible because of 

digital processes that bypass the need for printing plates 

• Variable data printing – uses database-driven print files for the mass personalization of 

printed materials 

• Fine art – archival digital printing methods include real photo paper exposure prints and 

giclée prints on watercolor paper using pigment based inks. 



• Print on Demand – digital printing is used for personalized printing for example, 

children's books customized with a child's name, photo books (such as wedding photo books), or 

any other short run books of varying page quantities and binding techniques. 

 

• Advertising – often used for outdoor banner advertising and event signage, in trade 

shows, in the retail sector at point of sale or point of purchase, and in personalized direct mail 

campaigns. 

• Photos – digital printing has revolutionized photo printing in terms of the ability to 

retouch and color correct a photograph before printing. 

 

 

  



Chapter - 2 

Textile 

A textile or cloth is a flexible woven material consisting of a network of natural or artificial 

fibres often referred to as thread or yarn. Yarn is produced by spinning raw fibres of wool, flax, 

cotton, or other material to produce long strands. Textiles are formed by weaving, knitting, 

crocheting, knotting, or pressing fibres together (felt). 

The words fabric and cloth are used in textile assembly trades (such as tailoring and dress 

making) as synonyms for textile. However, there are subtle differences in these terms in 

specialized usage. Textile refers to any material made of interlacing fibres. Fabric refers to any 

material made through weaving, knitting, spreading, crocheting, or bonding that may be used in 

production of further goods (garments, etc.). Cloth may be used synonymously with fabric but 

often refers to a finished piece of fabric used for a specific purpose (e.g., table cloth). 

Etymology 

The word 'textile' is from Latin, from textilis, meaning 'woven', and textilis is from textus, the 

past participle of texere, or 'to weave'. 

Meanwhile, the word 'fabric' also derives from Latin, most recently from the Middle 

Frenchfabrique, or 'building, thing made', and earlier as the Latin fabrica 'workshop; an art, trade; 

a skillful production, structure, fabric', which is from the Latin faber, or 'artisan who works in 

hard materials', from PIE dhabh-, meaning 'to fit together'. 

The word 'cloth' derives from the Old English clað, meaning a cloth, woven or felted material to 

wrap around one, from Proto-Germanic kalithaz (compare O.Frisian 'klath', Middle Dutch'cleet', 

Dutch 'kleed', Middle High German 'kleit', and German 'kleid', all meaning "garment"). There are 

several different types of fabric from two main sources: manmadeand natural. Inside natural, 

there are two others, plant and animal. Some examples of animal textiles are silk and wool. An 

example of plants is cotton. 

History 



The discovery of dyed flax fibres in a cave in the Republic of Georgia dated to 34,000 

BCEsuggests textile-like materials were made even in prehistoric times. 

The production of textiles is a craft whose speed and scale of production has been altered almost 

beyond recognition by industrialization and the introduction of modern manufacturing 

techniques. However, for the main types of textiles, plain weave, twill, or satin weave, there is 

little difference between the ancient and modern methods. 

Incas have been crafting quipus (or khipus) made of fibres either from a protein, such as spun 

and plied thread like wool or hair from camelids such as alpacas, llamas, and camels, or from a 

cellulose like cotton for thousands of years. Khipus are a series of knots along pieces of string. 

Until recently, they were thought to have been only a method of accounting, but new evidence 

discovered by Harvard professor Gary Urton indicates there may be more to the khipu than just 

numbers. Preservation of khipus found in museum and archive collections follow general textile 

preservation principles and practice. 

During the 15th century, textiles were the largest single industry. Before the 15th century textiles 

were produced only in a few towns but during, they shifted into districts like East Anglia, and the 

Cots wolds. 

Uses 

Textiles have an assortment of uses, the most common of which are for clothing and for 

containers such as bags and baskets. In the household they are used in carpeting, upholstered 

furnishings, window shades, towels, coverings for tables, beds, and other flat surfaces, and in art. 

In the workplace they are used in industrial and scientific processes such as filtering. 

Miscellaneous uses include flags, backpacks, tents, nets, handkerchiefs, cleaning rags, 

transportation devices such as balloons, kites, sails, and parachutes; textiles are also used to 

provide strengthening in composite materials such as fibreglass and industrial geotextiles. Using 

textiles, children can learn to sew and quilt and to makecollages and toys. 

Textiles used for industrial purposes, and chosen for characteristics other than their appearance, 

are commonly referred to as technical textiles. Technical textiles include textile structures for 

automotive applications, medical textiles (e.g. implants), geotextiles (reinforcement of 



embankments), agrotextiles (textiles for crop protection), protective clothing (e.g. against heat 

and radiation for fire fighter clothing, against molten metals for welders, stab protection, and 

bullet proof vests). In all these applications stringent performance requirements must be met. 

Woven of threads coated with zinc oxide nanowires, laboratory fabric has been shown capable of 

"self-powering nanosystems" using vibrations created by everyday actions like wind or body 

movements. 

Fashion and textile designers 

Fashion designers commonly rely on textile designs to set their fashion collections apart from 

others. Armani, the late Gianni Versace, and Emilio Pucci can be easily recognized by their 

signature print driven designs. 

Sources and types 

Textiles can be made from many materials. These materials come from four main sources: 

animal (wool, silk), plant (cotton, flax, jute), mineral (asbestos, glass fibre), and synthetic (nylon, 

polyester, acrylic). In the past, all textiles were made from natural fibres, including plant, animal, 

and mineral sources. In the 20th century, these were supplemented by artificial fibres made from 

petroleum. 

Textiles are made in various strengths and degrees of durability, from the finest gossamer to the 

sturdiest canvas. The relative thickness of fibres in cloth is measured in deniers.Microfibre refers 

to fibres made of strands thinner than one denier. 

Animal textiles 

Animal textiles are commonly made from hair, fur, skin or silk (in the silkworms case). 

Wool refers to the hair of the domestic goat or sheep, which is distinguished from other types of 

animal hair in that the individual strands are coated with scales and tightly crimped, and the wool 

as a whole is coated with a wax mixture known as lanolin (sometimes called wool grease), which 

is waterproof and dirtproof. Woollen refers to a bulkier yarn produced from carded, non-parallel 

fibre, while worsted refers to a finer yarn spun from longer fibres which have been combed to be 

parallel. Wool is commonly used for warm clothing. Cashmere, the hair of the Indian cashmere 



goat, and mohair, the hair of the North African angora goat, are types of wool known for their 

softness. 

Other animal textiles which are made from hair or fur are alpaca wool, vicuña wool, llama wool, 

and camel hair, generally used in the production of coats, jackets, ponchos, blankets, and other 

warm coverings. Angora refers to the long, thick, soft hair of the angora rabbit. Qiviut is the fine 

inner wool of the muskox. 

Wadmal is a coarse cloth made of wool, produced in Scandinavia, mostly 1000~1500CE. 

Silk is an animal textile made from the fibres of the cocoon of the Chinese silkworm which is 

spun into a smooth fabric prized for its softness. There are two main types of the silk: 'mulberry 

silk' produced by the Bombyx Mori, and 'wild silk' such as Tussah silk. Silkworm larvae produce 

the first type if cultivated in habitats with fresh mulberry leaves for consumption, while Tussah 

silk is produced by silkworms feeding purely on oak leaves. Around four-fifths of the world's 

silk production consists of cultivated silk. 

Plant textiles 

Grass, rush, hemp, and sisal are all used in making rope. In the first two, the entire plant is used 

for this purpose, while in the last two, only fibres from the plant are utilized. Coir (coconut fibre) 

is used in making twine, and also in floormats, doormats, brushes,mattresses, floor tiles, and 

sacking. 

Straw and bamboo are both used to make hats. Straw, a dried form of grass, is also used for 

stuffing, as is kapok. 

Fibres from pulpwood trees, cotton, rice, hemp, and nettle are used in making paper. 

Cotton, flax, jute, hemp, modal and even bamboo fibre are all used in clothing. Piña(pineapple 

fibre) and ramie are also fibres used in clothing, generally with a blend of other fibres such as 

cotton. Nettles have also been used to make a fibre and fabric very similar to hemp or flax. The 

use of milkweed stalk fibre has also been reported, but it tends to be somewhat weaker than other 

fibres like hemp or flax. 

Acetate is used to increase the shininess of certain fabrics such as silks, velvets, andtaffetas. 



Seaweed is used in the production of textiles: a water-soluble fibre known as alginate is 

produced and is used as a holding fibre; when the cloth is finished, the alginate is dissolved, 

leaving an open area. 

Lyocell is a man-made fabric derived from wood pulp. It is often described as a man-made silk 

equivalent; it is a tough fabric that is often blended with other fabrics – cotton, for example. 

Fibres from the stalks of plants, such as hemp, flax, and nettles, are also known as 'bast' fibres. 

Mineral textiles 

Asbestos and basalt fibre are used for vinyl tiles, sheeting, and adhesives, "transite" panels and 

siding, acoustical ceilings, stage curtains, and fire blankets. 

Glass fibre is used in the production of spacesuits, ironing board and mattress covers, ropes and 

cables, reinforcement fibre for composite materials, insect netting, flame-retardant and protective 

fabric, soundproof, fireproof, and insulating fibres. 

Metal fibre, metal foil, and metal wire have a variety of uses, including the production of cloth-

of-gold and jewellery. Hardware cloth (US term only) is a coarse weave of steel wire, used in 

construction. It is much like standard window screening, but heavier and with a more open 

weave. It is sometimes used together with screening on the lower part of screen doors, to resist 

scratching by dogs. 

Synthetic textiles 

Embroidered skirts by the Alfaro-Nùñez family of Cochas,Peru, using traditional Peruvian 

embroidery methods. 

All synthetic textiles are used primarily in the production of clothing. 

Polyester fibre is used in all types of clothing, either alone or blended with fibres such as cotton. 

Aramid fibre (e.g. Twaron) is used for flame-retardant clothing, cut-protection, and armor. 

Acrylic is a fibre used to imitate wools, including cashmere, and is often used in replacement of 

them. 



Nylon is a fibre used to imitate silk; it is used in the production of pantyhose. Thicker nylon 

fibres are used in rope and outdoor clothing. 

Spandex (trade name Lycra) is a polyurethane product that can be made tight-fitting without 

impeding movement. It is used to make active wear, bras, and swimsuits. 

Olefin fibre is a fibre used in active wear, linings, and warm clothing. Olefins are hydrophobic, 

allowing them to dry quickly. A sintered felt of olefin fibres is sold under the trade name Tyvek. 

Ingeo is a poly lactide fibre blended with other fibres such as cotton and used in clothing. It is 

more hydrophilic than most other synthetics, allowing it to wick away perspiration. 

Lurex is a metallic fibre used in clothing embellishment. 

Milk proteins have also been used to create synthetic fabric. Milk or casein fibre cloth was 

developed during World War I in Germany, and further developed in Italy and America during 

the 1930s. Milk fibre fabric is not very durable and wrinkles easily, but has a pH similar to 

human skin and possesses anti-bacterial properties. It is marketed as a biodegradable, renewable 

synthetic fibre. 

Carbon fibre is mostly used in composite materials, together with resin, such as carbon fibre 

reinforced plastic. The fibres are made from polymer fibres through carbonization. 

Production methods 

Weaving is a textile production method which involves interlacing a set of longer threads (called 

the warp) with a set of crossing threads (called the weft). This is done on a frame or machine 

known as a loom, of which there are a number of types. Some weaving is still done by hand, but 

the vast majority is mechanised. 

Knitting and crocheting involve interlacing loops of yarn, which are formed either on a knitting 

needle or on acrochet hook, together in a line. The two processes are different in that knitting has 

several active loops at one time, on the knitting needle waiting to interlock with another loop, 

while crocheting never has more than one active loop on the needle. 



Spread Tow is a production method where the yarn are spread into thin tapes, and then the tapes 

are woven as warp and weft. This method is mostly used for composite materials; Spread Tow 

Fabrics can be made in carbon, aramide, etc. 

Braiding or plaiting involves twisting threads together into cloth. Knotting involves tying threads 

together and is used in making macrame. 

Lace is made by interlocking threads together independently, using a backing and any of the 

methods described above, to create a fine fabric with open holes in the work. Lace can be made 

by either hand or machine. 

Carpets, rugs, velvet, velour, and velveteen are made by interlacing a secondary yarn through 

woven cloth, creating a tufted layer known as a nap or pile. 

Felting involves pressing a mat of fibres together, and working them together until they become 

tangled. A liquid, such as soapy water, is usually added to lubricate the fibres, and to open up the 

microscopic scales on strands of wool. 

Nonwoven textiles are manufactured by the bonding of fibres to make fabric. Bonding may be 

thermal or mechanical, or adhesives can be used. 

Bark cloth is made by pounding bark until it is soft and flat. 

Treatments 

Textiles are often dyed, with fabrics available in almost every colour. The dying process often 

requires several dozen gallons of water for each pound of clothing. Coloured designs in textiles 

can be created by weaving together fibres of different colours (tartan or Uzbek Ikat), adding 

coloured stitches to finished fabric (embroidery), creating patterns by resist dyeing methods, 

tying off areas of cloth and dyeing the rest (tie-dyeing), or drawing wax designs on cloth and 

dyeing in between them (batik), or using various printing processes on finished fabric. 

Woodblock printing, still used in India and elsewhere today, is the oldest of these dating back to 

at least 220CE in China. Textiles are also sometimes bleached, making the textile pale or white. 

Textiles are sometimes finished by chemical processes to change their characteristics. In the 19th 

century and early 20th century starching was commonly used to make clothing more resistant to 



stains and wrinkles. Since the 1990s, with advances in technologies such as permanent press 

process, finishing agents have been used to strengthen fabrics and make them wrinkle free. More 

recently, nano materials research has led to additional advancements, with companies such as 

Nano-Tex and Nano Horizons developing permanent treatments based on metallic nano particles 

for making textiles more resistant to things such as water, stains, wrinkles, and pathogens such as 

bacteria and fungi. 

More so today than ever before, textiles receive a range of treatments before they reach the end-

user. From formaldehyde finishes (to improve crease-resistance) to biocidic finishes and from 

flame retardants to dyeing of many types of fabric, the possibilities are almost endless. However, 

many of these finishes may also have detrimental effects on the end user. A number of disperse, 

acid and reactive dyes (for example) have been shown to be allergenic to sensitive individuals. 

Further to this, specific dyes within this group have also been shown to induce purpuric contact 

dermatitis. 

Although formaldehyde levels in clothing are unlikely to be at levels high enough to cause an 

allergic reaction, due to the presence of such a chemical, quality control and testing are of utmost 

importance. Flame retardants (mainly in the brominated form) are also of concern where the 

environment, and their potential toxicity, are concerned. Testing for these additives is possible at 

a number of commercial laboratories, it is also possible to have textiles tested for according to 

the Oeko-tex certification standard which contains limits levels for the use of certain chemicals 

in textiles products. 

 

 

 

 

 

 

 



Chapter - 3 

Textile printing 

Textile printing is the process of applying colour to fabric in definite patterns or designs. In 

properly printed fabrics the colour is bonded with the fiber, so as to resist washing and friction. 

Textile printing is related to dyeing but, whereas in dyeing proper the whole fabric is uniformly 

covered with one colour, in printing one or more colours are applied to it in certain parts only, 

and in sharply defined patterns. 

In printing, wooden blocks, stencils, engraved plates, rollers, or silk screens can be used to place 

colours on the fabric. Colourants used in printing contain dyes thickened to prevent the colour 

from spreading by capillary attraction beyond the limits of the pattern or design. 

Traditional textile printing techniques may be broadly categorised into four styles: 

• Direct printing, in which colourants containing dyes, thickeners, and the mordantsor 

substances necessary for fixing the colour on the cloth are printed in the desired pattern. 

• The printing of a mordant in the desired pattern prior to dyeing cloth; the color adheres 

only where the mordant was printed. 

• Resist dyeing, in which a wax or other substance is printed onto fabric which is 

subsequently dyed. The waxed areas do not accept the dye, leaving uncoloured patterns against a 

coloured ground. 

• Discharge printing, in which a bleaching agent is printed onto previously dyed fabrics to 

remove some or all of the colour. 

Resist and discharge techniques were particularly fashionable in the 19th century, as were 

combination techniques in which indigo resist was used to create blue backgrounds prior to 

block-printing of other colours. Most modern industrialised printing uses direct printing 

techniques. 

Origins 



Woodblock printing is a technique for printing text, images or patterns used widely throughout 

East Asia and probably originating in China in antiquity as a method of printing on textiles and 

later paper. As a method of printing on cloth, the earliest surviving examples from China date to 

before 220. 

Textile printing was known in Europe, via the Islamic world, from about the 12th century, and 

widely used. However, the European dyes tended to liquify, which restricted the use of printed 

patterns. Fairly large and ambitious designs were printed for decorative purposes such as wall-

hangings and lectern-cloths, where this was less of a problem as they did not need washing. 

When paper became common, the technology was rapidly used on that for woodcut prints. 

Superior cloth was also imported from Islamic countries, but this was much more expensive. 

The Incas of Peru, Chile and the Aztecs of Mexico also practiced textile printing previous to the 

Spanish Invasion in 1519; but owing to the imperfect character of their records before that date, 

it is impossible to say whether they discovered the art for themselves, or, in some way, learned 

its principles from the Asiatics. 

During the later half of the 17th century the French brought directly by sea, from their colonies 

on the east coast of India, samples of Indian blue and white resist prints, and along with them, 

particulars of the processes by which they had been produced, which produced washable fabrics. 

Technology 

Textile printing was introduced into England in 1676 by a French refugee who opened works, in 

that year, on the banks of the Thames near Richmond. Curiously enough this is the first print-

works on record; This is an old story from a reference in the late 1800s but it has never been 

proven and is generally not believed to be the case any more. There are no French names on the 

list of fabric printers and dyers at that time. Later a few French Huguenots arrived but that was 

after the British had a flourishing calico printing industry established.  but the nationality and 

political status of its founder are sufficient to prove that printing was previously carried on in 

France. In Germany, too, textile printing was in all probability well established before it spread 

to England, for, towards the end of the 17th century, the district of Augsburg was celebrated for 

its printed linens, a reputation not likely to have been built up had the industry been introduced 

later than 1676. 



As early as the 1630s, the East India Company was bringing in printed and plain cotton for the 

English market. By the 1660s British printers and dyers were making their own printed cotton to 

sell at home, printing single colors on plain backgrounds; less colorful than the imported prints, 

but more to the taste of the British. Designs were also sent to India for thaeir craftspeople to copy 

for export back to England. There were many dye houses in England in the latter half of the 17th 

century, Lancaster being one area and on the River Lea near London another. Plain cloth was put 

through a prolonged bleaching process which prepared the material to receive and hold applied 

color; this process vastly improved the color durability of English calicoes and required a great 

deal of water from nearby rivers. Again, there were many dye houses, the one I am most familiar 

with was that started by John Meakins, a London Quaker who lived in Cripple gate. When he 

died, he passed his dye house to his son-in-law Benjamin Ollive, Citizen and Dyer, who moved 

the dye-works to Bromley Hall where it remained in the family until 1823, known as Benjamin 

Ollive and Company Ollive & Talwin, Joseph Talwin & Company, Talwin & Foster... Samples 

of their fabrics and designs can be found in many museums in England and the United States, 

including the Victoria and Albert Museum in London and the Smithsonian Copper-Hewett in 

New York. 

On the continent of Europe the commercial importance of calico printing seems to have been 

almost immediately recognized, and in consequence it spread and developed there much more 

rapidly than in England, where it was neglected and practically at a standstill for nearly ninety 

years after its introduction. During the last two decades of the 17th century and the earlier ones 

of the 18th new works were started in France, Germany, Switzerland and Austria; but it was only 

in 1738 that calico printing was first, practiced in Scotland, and not until twenty-six years later 

that Messrs Clayton of Bamber Bridge, near Preston, established in 1764 the first print-works in 

Lancashire, and thus laid the foundation of the industry. At the present time calico printing is 

carried on extensively in every quarter of the globe, and it is pretty safe to say that there is 

scarcely a civilized country in either hemisphere where a print-works does not exist. 

From an artistic point of view most of the pioneer work in calico printing was done by the 

French; and so rapid was their advance in this branch of the business that they soon came to be 

acknowledged as its leading exponents. Their styles of design and schemes of colour were 

closely followed-even deliberately copied by all other European printers; and, from the early 



days of the industry down to the latter half of the 20th century, the productions of the French 

printers in Jouy, Beauvais, Rouen, Alsace-Lorraine, &c., were looked upon as representing all 

that was best in artistic calico printing. This reputation was established by the superiority of their 

earlier work, which, whatever else it may have lacked, possessed in a high degree the two main 

qualities essential to all good decorative work, viz., appropriateness of pattern and excellency of 

workmanship. If, occasionally, the earlier designers permitted themselves to indulge in 

somewhat bizarre fancies, they at least carefully refrained from any attempt to produce those 

pseudo-realistic effects the undue straining after which in later times ultimately led to the 

degradation of not only French calico printing design, but of that of all other European nations 

who followed their lead. The practice of the older craftsmen, at their best, was to treat their 

ornament in a way at once broad, simple and direct, thoroughly artistic and perfectly adapted to 

the means by which it had to be reproduced. The result was that their designs were characterized, 

on the one hand, by those qualities of breadth, flatness of field, simplicity of treatment arid 

pureness of tint so rightly prized by the artist; and, on the other, by their entire freedom from 

those meretricious effects of naturalistic projection and recession so dear to the modern mind and 

so utterly opposed to the principles of applied art. 

Methods of printing 

There are seven distinct methods at present in use for producing coloured patterns on cloth: 

Hand block printing 

This process, though considered by some to be the most artistic, is the earliest, simplest and 

slowest of all methods of printing. 

In this process, a design is drawn on, or transferred to, a prepared wooden block. A separate 

block is required for each distinct colour in the design. 

A block cutter carves out the wood around the heavier masses first, leaving the finer and more 

delicate work until the last so as to avoid any risk of injuring it during the cutting of the coarser 

parts. When finished, the block presents the appearance of flat relief carving, with the design 

standing out. 



Fine details are very difficult to cut in wood, and, even when successfully cut, wear down very 

rapidly or break off in printing. They are therefore almost invariably built up in strips of brass or 

copper, bent to shape and driven edgewise into the flat surface of the block. This method is 

known as coppering. 

To print the design on the fabric, the printer applies colour to the block and presses it firmly and 

steadily on the cloth, ensuring a good impression by striking it smartly on the back with a 

wooden mallet. The second impression is made in the same way, the printer taking care to see 

that it fits exactly to the first, a point which he can make sure of by means of the pins with which 

the blocks are provided at each corner and which are arranged in such a way that when those at 

the right side or at the top of the block fall upon those at the left side or the bottom of the 

previous impression the two printings join up exactly and continue the pattern without a break. 

Each succeeding impression is made in precisely the same manner until the length of cloth is 

fully printed. When this is done it is wound over the drying rollers, thus bringing forward a fresh 

length to be treated similarly. 

If the pattern contains several colours the cloth is usually first printed throughout with one, then 

dried, and printed with the second, the same operations being repeated until all the colours are 

printed. 

Block printing by hand is a slow process it is, however, capable of yielding highly artistic results, 

some of which are unobtainable by any other method. 

Perrotine printing 

The perrotine is a block-printing machine invented by Perrot of Rouen in 1834, and practically 

speaking is the only successful mechanical device ever introduced for this purpose. For some 

reason or other it has rarely been used in England, but its value was almost immediately 

recognized on the Continent, and although block printing of all sorts has been replaced to such 

an enormous extent by roller printing, the perrotine is still largely employed in French, German 

and Italian works. 

The construction of this ingenious machine is too complex to describe here without the aid of 

several detailed drawings, but its mode of action is roughly as follows: Three large blocks (3 ft. 



long by 3 to 5 in. wide), with the pattern cut or cast on them in relief, are brought to bear 

successively on the three faces of a specially constructed printing table over which the cloth 

passes (together with its backing of printers blanket) after each impression. The faces of the table 

are arranged at right angles to each other, and the blocks work in slides similarly placed, so that 

their engraved faces are perfectly parallel to the tables. Each block is moreover provided with its 

own particular colour trough, distributing brush, and woolen colour pad or sieve, and is supplied 

automatically with colour by these appliances during the whole time that the machine is in 

motion. The first effect of starting the machine is to cause the colour sieves, which have a 

reciprocating motion, to pass over, and receive a charge of colour from, the rollers, fixed to 

revolve, in the colour troughs. They then return to their original position between the tables and 

the printing blocks, coming in contact on the way with the distributing brushes, which spread the 

colour evenly over their entire surfaces. At this point the blocks advance and are gently pressed 

twice against the colour pads (or sieves) which then retreat once more towards the colour 

troughs. During this last movement the cloth to be printed is drawn forward over the first table, 

and, immediately the colour pads are sufficiently out of the way, the block advances and, with 

some force, stamps the first impression on it. The second block is now put into gear and the 

foregoing operations are repeated for both blocks, the cloth advancing, after each impression, a 

distance exactly equal to the width of the blocks. After the second block has made its impression 

the third comes into play in precisely the same way, so that as the cloth leaves the machines it's 

fully printed in three separate colours, each fitting into its proper place and completing the 

pattern. If necessary the forward movement of the cloth can be arrested without in any way 

interfering with the motion of the block, san arrangement which allows any insufficiently printed 

impression to be repeated in exactly the same place with a precision practically impossible in 

hand printing. 

For certain classes of work the perrotine possesses great advantages over the hand-block; for not 

only is the rate of production greatly increased, but the joining up of the various impressions to 

each other is much more exacting fact, as a rule, no sign of a break in continuity of line can be 

noticed in well-executed work. On the other hand, however, the perrotine can only be applied to 

the production of patterns containing not more than three colours nor exceeding five inches in 

vertical repeat, whereas hand block printing can cope with patterns of almost any scale and 

continuing any number of colours. All things considered, therefore, the two processes cannot be 



compared on the same basis: the perrotine is best for work of a utilitarian character and the hand-

block for decorative work in which the design only repeats every 15 to 20 in. and contains 

colours varying in number from one to a dozen. – 

Engraved copperplate printing 

The printing of textiles from engraved copperplates was first practiced in the United Kingdom by 

Thomas Bell in 1770. 

The presses first used were of the ordinary letterpress type, the engraved plate being fixed in the 

place of the type. In later improvements the well-known cylinder press was employed; the plate 

was inked mechanically and cleaned off by passing under a sharp blade of steel; and the cloth, 

instead of being laid on the plate, was passed round the pressure cylinder. The plate was raised 

into frictional contact with the cylinder and in passing under it transferred its ink to the cloth. 

The great difficulty in plate printing was to make the various impressions join up exactly; and, as 

this could never be done with any certainty, the process was eventually confined to patterns 

complete in one repeat, and was made obsolete by roller printing. 

Roller printing, cylinder printing, or machine printing 

This elegant and efficient process was patented and worked by Bell in 1785 only fifteen years 

after his application of the engraved plate to textiles. Bell's first patent was for a machine to print 

six colours at once, but, owing probably to its incomplete development, this was not immediately 

successful, although the principle of the method was shown to be practical by the printing of one 

colour with perfectly satisfactory results. The difficulty was to keep the six rollers, each carrying 

a portion of the pattern, in perfect register with each other. This defect was soon overcome by 

Adam Parkinson of Manchester, and in 1785, the year of its invention, Bells machine with 

Parkinson's improvement was successfully employed by Messrs Livesey, Hargreaves and 

Company of Bamber Bridge, Preston, for the printing of calico in from two to six colours at a 

single operation. 

The advantages possessed by roller printing over other contemporary processes were three: 

firstly, its high productivity, 10,000 to 12,000 yards being commonly printed in one day of ten 

hours by a single-colour machine; secondly, by its capacity of being applied to the reproduction 



of every style of design, ranging from the fine delicate lines of copperplate engraving and the 

small repeats and limited colours of the perrotine to the broadest effects of block printing and to 

patterns varying in repeat from I to 80 in.; and thirdly, the wonderful exactitude with which each 

portion of an elaborate multicolour pattern can be fitted into its proper place without faulty joints 

at its points of repetition. 

Stencil printing 

The art of stenciling is not new. It has been applied to the decoration of textile fabrics from time 

immemorial by the Japanese, and, of late years, has found increasing employment in Europe for 

certain classes of decorative work on woven goods for furnishing purposes. 

The pattern is cut out of a sheet of stout paper or thin metal with a sharp-pointed knife, the uncut 

portions representing the part that is to be reserved or left uncoloured. The sheet is now laid on 

the material to be decorated and colour is brushed through its interstices. 

It is obvious that with suitable planning an all over pattern may be just as easily produced by this 

process as by hand or machine printing, and that moreover, if several plates are used, as many 

colours as plates may be introduced into it. The peculiarity of stenciled patterns is that they have 

to be held together by ties, that is to say, certain parts of them have to be left uncut, so as to 

connect them with each other, and prevent them from falling apart in separate pieces. For 

instance, a complete circle cannot be cut without its center dropping out, and, consequently, its 

outline has to be interrupted at convenient points by ties or uncut portions. Similarly with other 

objects. The necessity for ties exercises great influence on the design, and in the hands of a 

designer of indifferent ability they may be very unsightly. On the other hand, a capable man 

utilizes them to supply the drawing, and when thus treated they form an integral part of the 

pattern and enhance its artistic value whilst complying with the conditions and the process. 

For single-colour work a stenciling machine was patented in 1894 by S. H. Sharp. It consists of 

an endless stencil plate of thin sheet steel that passes continuously over a revolving cast iron 

cylinder. Between the two the cloth to be ornamented passes and the colour is forced on to it, 

through the holes in the stencil, by mechanical means. 

Screen-printing 



Screen printing is by far the most used technology today. Two types exist: rotary screen printing 

and flat (bed) screen printing. A blade squeezes the printing paste through openings in the screen 

onto the fabric.  

Digital textile printing 

Digital textile printing, often referred to as direct to garment printing, DTG printing, and digital 

garment printing is a process of printing on textiles and garments using specialized or modified 

inkjet technology. Inkjet printing on fabric is also possible with an inkjet printer by using fabric 

sheets with a removable paper backing. Today major inkjet technology manufacturers can offer 

specialized products designed for direct printing on textiles, not only for sampling but also for 

bulk production. Since the early 1990s, inkjet technology and specially developed water-based 

ink (known as dye-sublimation or disperse direct ink) has offered the possibility of printing 

directly onto polyester fabric. This is mainly related to visual communication in retail and brand 

promotion (flags, banners and other point of sales applications). Printing onto nylon and silk can 

be done by using an acid ink. Reactive ink is used for cellulose based fibers, such as cotton and 

linen. Using inkjet technology in digital textile printing allows for single pieces, mid-run 

production and even long-run alternatives to screen printed fabric. 

  



Chapter - 4 

Printing methods 

Although most work is executed throughout by one or other of the seven distinct processes 

mentioned above, combinations of them are frequently employed. Sometimes a pattern is printed 

partly by machine and partly by block; and sometimes a cylindrical block is used along with 

engraved copper-rollers in the ordinary printing machine. The block in this latter case is in all 

respects, except that of shape, identical with a flat wood or coppered block, but, instead of being 

dipped in colour, it receives its supply from an endless blanket, one part of which works in 

contact with colour-furnishing rollers and the other part with the cylindrical block. This block is 

known as a surface or peg roller. Many attempts have been made to print multi colour patterns 

with surface rollers alone, but hitherto with little success, owing to their irregularity in action and 

to the difficulty of preventing them from warping. These defects are not present in the printing of 

linoleum in which opaque oil colours are used, colours that neither sink into the body of the hard 

linoleum nor tend to warp the roller. 

'Inkjet Printing on Fabric' is a way anyone can print on fabric using their home printer. Specially 

treated Cotton, as well as various types of Bamboo and Silk fabric sheets, are available in various 

sizes. The fabric sheets have a paper backing which enable the fabric to go through the inkjet 

printer. Family photos printed on fabric are used to make memory quilts, pillows, notebook 

covers, wall hangings, ornaments and many other products. The printed fabric is dipped in water 

to set the ink after the inkjet ink dries, making it washable. Print on Fabric paper-backed inkjet 

sheets are available on Amazon and other websites. 

The printing of yarns and warping is extensively practiced. It is usually carried on by a simple 

sort of surface printing machine and calls for no special mention. 

Lithographic printing, too, has been applied to textile fabrics with somewhat qualified success. 

Its irregularity and the difficulty of printing all over patterns to repeat properly, have restricted its 

use to the production of decorative panels, equal in size to that of the plate or stone, and 

complete in themselves. 



Pad printing has been recently introduced to textile printing for the specific purpose of printing 

garment tags (care labels). 

Preparation of cloth for printing 

Goods intended for calico printing ought to be exceptionally well-bleached, otherwise stains, and 

other serious defects, are certain to arise during subsequent operations. 

The chemical preparations used for special styles will be mentioned in their proper places; but a 

general prepare, employed for most colours that are developed and fixed by steaming only, 

consists in passing the bleached calico through a weak solution of sulfated or turkey red oil 

containing from 21/2 per cent, to 5 per cent, of fatty acid. Some colours are printed on pure 

bleached cloth, but all patterns containing alizarine red, rose and salmon shades, are considerably 

brightened by the presence of oil, and indeed very few, if any, colours are detrimentally affected 

by it. 

Apart from wet preparations the cloth has always to be brushed, to free it from loose nap, flocks 

and dust that it picks up whilst stored. Frequently, too, it has to be sheared by being passed over 

rapidly revolving knives arranged spirally round an axle, which rapidly and effectually cuts off 

all filaments and knots, leaving the cloth perfectly smooth and clean and in a condition fit to 

receive impressions of the most delicate engraving. Some figured fabrics, especially those woven 

in checks, stripes and crossovers, require very careful stretching and straightening on a special 

machine, known as a stenter, before they can be printed with certain formal styles of pattern 

which are intended in one way or another to correspond with the cloth pattern. Finally, all 

descriptions of cloth are wound round hollow wooden or iron centers into rolls of convenient 

size for mounting on the printing machines. 

Preparation of colours 

The art of making colours for textile printing demands both chemical knowledge and extensive 

technical experience, for their ingredients must not only be properly proportioned to each other, 

but they must be specially chosen and compounded for the particular style of work in hand. For a 

pattern containing only one colour any mixture may be used so long as it fulfills all conditions as 

to shade, quality and fastness; but where two or more colours are associated in the same design 



each must be capable of undergoing without injury the various operations necessary for the 

development and fixation of the others. 

All printing pastes whether containing colouring matter or not are known technically as colours, 

and are referred to as such in the sequence. 

Colours vary considerably in composition. The greater number of them contain all the elements 

necessary for the direct production and fixation of the colour-lake. Some few contain the 

colouring matter alone and require various after-treatments for its fixation; and others again are 

simply mordants thickened. A mordant is the metallic salt or other substance that combines with 

the colouring principle to form an insoluble colour-lake, either directly by steaming, or indirectly 

by dyeing. 

All printing colours require thickening, for the twofold object of enabling them to be transferred 

from colour-box to cloth without loss and to prevent them from running or spreading beyond the 

limits of the pattern. 

Selecting thickening agents 

The printing thickeners used depend on the printing technique and fabric and dyestuff used. 

Typical thickening agents are starch derivatives, flour, gum arabic, guar gum derivatives, 

tamarind, sodium alginate, sodium polyacrylate, gum Senegal and gum tragacanth, British gum 

or dextrine and albumen. 

Hot water soluble tickening agents as native starch are made into pastes by boiling in double or 

jacketed pans, between the inner and outer casings of which either steam or water may be made 

to circulate, for boiling and cooling purposes. Mechanical agitators are also fitted in these pans to 

mix the various ingredients together, and to destroy lumps and prevent the formation of lumps, 

keeping the contents thoroughly stirred up during the whole time they are being boiled and 

cooled to make a smooth paste. Most thickening agents used today are cold soluble and require 

only extensive stirring. 

Starch paste 

This is made from wheat starch, cold water, and olive oil, and boiled for thickening. 



Non modified Starch was the most extensively used of all the thickenings. It is applicable to all 

but strongly alkaline or strongly acid colours. With the former it thickens up to a stiff 

unworkable jelly, while mineral acids or acid salts convert it into dextrine, thus diminishing its 

viscosity or thickening power. Acetic and formic acids have no action on it even at the boil. 

Today mostly modified carboxymethylated cold soluble starches are used which have a stable 

viscosity and are easier to rinse out of the fabric and give reproducible "short" pasty rheology. 

Flour paste is made in a similar way to starch paste. At the present time it is rarely used for 

anything but the thickening of aluminum and iron mordants. In the impressive textile traditions 

of Japan, several techniques using starch paste resists of rice flour have been perfected over 

several centuries. 

Gums 

Gum arabic and gum Senegal are both very old thickenings, but their expense prevents them 

from being used for any but pale delicate tints. They are especially useful thickenings for the 

light ground colours of soft muslins and sateens on account of the property they possess of 

dissolving completely out of the fibers of the cloth in the washing process after printing and have 

a long flowing, viscous rheology, giving sharp print and good penetration in the cloth. Today 

guar gum and tamarind derivates offer a cheaper alternative. 

British gum or dextrin is prepared by heating starch. It varies considerably in composition 

sometimes being only slightly roasted and consequently only partly converted into dextrine, and 

at other times being highly torrefied, and almost completely soluble in cold water and very dark 

in colour. Its thickening power decreases and its gummy nature increases as the temperature at 

which it is roasted is raised. The lighter coloured gums or dextrines will make a good thickening 

with from 2 to 3 lb of gum to one gallon of water, but the darkest and most highly calcined 

require from 6 to lb per gallon to give a substantial paste. Between these limits all qualities are 

obtainable. The darkest qualities are very useful for strongly acid colours, and with the exception 

of gum Senegal, are the best for strongly alkaline colours and discharges. Like the natural gums, 

neither light nor dark British gums penetrate as well into the fiber of the cloth so deeply as pure 

starch or flour, and are therefore unsuitable for very dark strong colours. 



Gum tragacanth, or Dragon, is one of the most indispensable thickening agents possessed by the 

textile printer. It may be mixed in any proportion with starch or flour and is equally useful for 

pigment colours and mordant colours. When added to starch paste it increases its penetrative 

power, adds to its softness without diminishing its thickness, makes it easier to wash Out of the 

fabric and produces much more level colours than starch paste alone. Used by itself it is suitable 

for printing all kinds of dark grounds on goods that are required to retain their soft clothy feel. A 

tragacanth mucilage may be made either by allowing it to stand a day or two in contact with cold 

water or by soaking it for twenty-four hours in warm water and then boiling it up until it is 

perfectly smooth and homogeneous. If boiled under pressure it gives a very fine, smooth 

mucilage (not a solution proper), much thinner than if made in the cold. 

Starch always leave on the printed cloth somewhat harsh in feel (unless modified carboxy 

methylated starches are used) but are well suited to obtain very dark colours. Gum Senegal, gum 

arabic or modified guar gum thickening are yielding beautifully clear and perfectly even tints 

comparing to starch, but give lighter colours and are washed away too much during the rinsing or 

washing of the printed fabric and are thus less suited for very dark colours. (The gums are 

apparently preventing the colours from combining fully with the fibers.) So a printing stock 

solution is mostly a combination of modified starch and gum stock solutions usually made by 

dissolving 6 or 8 lb of either in one gallon of water. 

Albumen 

Albumen is both a thickening and a fixing agent for insoluble pigments such as chrome yellow, 

the ochres, vermilion and ultramarine. Albumen is always dissolved in the cold, a process that 

takes several days when large quantities are required. The usual strength of the solution is 4 lb 

per gallon of water for blood albumen, and 6 lb per gallon for egg albumen. The latter is 

expensive and only used for the lightest shades. For most purposes one part of albumen solution 

is mixed with one part of tragacanth mucilage, this proportion of albumen being found amply 

sufficient for the fixation of all ordinary pigment colours. In special instances the blood albumen 

solution is made as strong as 50 per cent, but this is only in cases where very dark colours are 

required to be absolutely fast to washing. After printing, albumen thickened colours are exposed 

to hot steam, which coagulates the albumen and effectually fixes the colours. 



Printing thickeners and the dye system 

Combinations of cold water soluble carboxy methylated starch, guar gum and tamarind 

derivatives are most commonly used today in disperse screen printing on polyester, for cotton 

printing with reactive dyes alginates are used, sodium polyacrylates for pigment printing and 

with vat dyes on cotton only carboxy methylated starch is used. 

Printing paste preparation 

Formerly colours were always prepared for printing by boiling the thickening agent, the 

colouring matter and solvents, &c., together, then cooling and adding the various fixing agents. 

At the present time, however, concentrated solutions of the colouring matters and other adjuncts 

are often simply added to the cold thickenings, of which large quantities are kept in stock. 

Colours are reduced in shade by simply adding more stock (printing) paste. For example, a dark 

blue containing 4 oz. of methylene blue per gallon may readily be made into a pale shade by 

adding to it thirty times its bulk of starch paste or gum, as the case may be. Similarly with other 

colours. 

Before printing it is very essential to strain or sieve all colours in order to free them from lumps, 

fine sand, &c., which would inevitably damage the highly polished surface of the engraved 

rollers and result in bad printing. Every scratch on the surface of a roller prints a fine line in the 

cloth, and too much care, therefore, cannot be taken to remove, as far as possible, all grit and 

other hard particles from every colour. 

The straining is usually done by squeezing the colour through filter cloths as artisanal fine 

cotton, silk or industrial woven nylon. Fine sieves can also be employed for colours that are used 

hot or are very strongly alkaline or acid. 

Silk printing 

The colours and methods employed are the same as for wool, except that in the case of silk no 

preparation of the material is required before printing and the ordinary dry steaming is preferable 

to damp steaming. 



Both acid and basic dyes play an important role in silk printing, which for the most part is 

confined to the production of articles for wearing apparel dress goods, handkerchiefs, scarves, 

articles for which bright colours are in demand. Alizarine and other mordant colours are mainly 

used, or ought to be, for any goods that have to resist repeated washings and prolonged exposure 

to light. In this case the silk frequently requires to be prepared in alizarine oil, after which it is 

treated in all respects like cotton steamed, washed and soaped the colours used being the same. 

Silk is especially adapted to discharge and reserve effects. Most of the acid dyes can be 

discharged in the same way as when they are dyed on wool; and reserved effects are produced by 

printing mechanical resists, such as waxes and fats, on the cloth and then dyeing it up in cold 

dye-liquor. The great affinity of the silk fiber for basic and acid dyestuffs enables it to extract 

colouring matter from cold solutions, and permanently combine with it to form an insoluble lake. 

After dyeing, the reserve prints are washed, first in cold water to get rid of any colour not fixed 

on the fibre, and then in hot water or benzene, to dissolve out the resisting bodies. 

As a rule, after steaming, silk goods are only washed in hot water, but, of course, those printed 

entirely in mordant dyes will stand soaping, and indeed require it to brighten the colours and 

soften the material. (E. K.) 

COLORHUE silk dyes do not require heat setting or steaming. They strike instantly, allowing 

user to dye color upon color. They are concentrated and should be diluted with water before 

dyeing. Intended mostly for silk scarf dyeing, they may also be used on silk clothing and other 

projects. They also will dye bamboo, rayon, linen, and some other natural fabrics like hemp and 

wool to a lesser extent, but will not set on cotton. 

Transfer printing 

Transfer printing is a method of decorating enamels or ceramics using an engraved copperor 

steel plate from which a monochrome print on paper is taken which is then transferred by 

pressing onto the ceramic piece. 

Invention 

In the 1750s three men made significant advances in the application of printed decoration to 

ceramic surfaces. In 1751 John Brooks, a Birmingham engraver, petitioned for a patent for 



―printing, impressing, and reversing upon enamel and china from engraved, etched and 

mezzotinted plates and from cuttings on wood and mettle...‖ He was primarily concerned with 

printed decoration on enamels – boxes, plaques, medallions, etc. His patent application failed 

and he moved from Birmingham to London where he continued to unsuccessfully apply for 

patents. He was likely involved in early printing on enamels at both Bilston—near 

Birmingham—and at Battersea in London. 

Five years after Brooks's first patent attempt, in 1756, John Sadler (in partnership with Guy 

Green) claimed in a patent affidavit that they had spent the past seven years perfecting a process 

for printing on tiles and that they could "print upwards of Twelve hundred Earthen Ware Tiles of 

different patterns " within a period of 6 hours. Sadler and Green printed in Liverpool, where their 

trade included over glaze printing on tin-glazed earthenware, porcelain, and creamware. 

Credit for perfecting transfer printing on porcelain at the Worcester factory in the 1750s goes to 

Robert Hancock, an eminent etcher and engraver. Richard and Josiah Holdship, the managers of 

Worcester, were very supportive and involved with Hancock‘s work. By the mid-1750s the 

Worcester porcelain factory was producing both under glaze prints in blue and over glaze prints, 

predominately in black 

 

 

  



Chapter - 5 

Sari-Introduction 

A sari or saree, is an Asian female garment that consists of drape varying in length from two-

nine yards in length and two-four feet in breadth/width/height. that is typically wrapped around 

the waist, with one end draped over the shoulder, baring the midriff.  

The sari is usually worn over a petticoat (called lahaṅgā or lehenga in the north; langa in 

Kannada, pavada, or pavadai in the south;chaniyo, parkar, ghaghra, or ghagaro in the west; and 

shaya in eastern India), with a blouse known as a choli or ravika forming the upper garment. The 

blouse has short sleeves and a low neck and is usually cropped at the midriff, and as such is 

particularly well-suited for wear in the sultry South Asian summers. Cholis may be backless or 

of a halter neck style. These are usually more dressy, with plenty of embellishments such as 

mirrors or embroidery, and may be worn on special occasions. Women in the armed forces, when 

wearing a sari uniform, don a short-sleeved shirt tucked in at the waist. The sari signifies the 

grace of Indian women adequately displaying the curves at the right places.  The sari is widely 

regarded as a symbol of Indian culture.  

Etymology  

The word sari is derived from Sanskrit śāṭī which means 'strip of cloth' and śāḍī or sāḍī in 

Prakrit, and which was corrupted to sāṛī in Hindi. The word 'Sattika' is mentioned as describing 

women's attire in ancient India in Buddhist Jain literature called Jatakas. This could be 

equivalent to modern day 'Sari'. The term for female bodice, the choli is derived from another 

ruling clan from ancient Tamil Nadu, the Cholas. Rajatarangini (meaning the 'river of kings'), a 

tenth-century literary work by Kalhana, states that the Choli from the Deccan was introduced 

under the royal order in Kashmir. The concept of Pallava, the end piece in the sari, originated 

during the Pallavas period and named after the Pallavas, another ruling clan of Ancient 

Tamilakam. 

Origins and history 



The word sari is derived from Sanskrit  śāṭī which means 'strip of cloth' and śāḍī or sāḍī in 

Prakrit, and which was corrupted to sāṛī in Hindi. The word 'Sattika' is mentioned as describing 

women's attire in ancient India in Buddhist Jain literature called Jatakas. This could be 

equivalent to modern day 'Sari'.  

In the history of Indian clothing the sari is traced back to the Indus Valley Civilisation, which 

flourished during 2800–1800 BC around the western part of the Indian subcontinent. The earliest 

known depiction of the sari in the Indian subcontinent is the statue of an Indus Valley priest 

wearing a drape.  

Ancient Tamil poetry, such as the Silappadhikaram and the Sanskrit work, Kadambari by 

Banabhatta, describes women in exquisite drapery or sari. The ancient stone inscription from 

Gangaikonda Cholapuram in old Tamil scripts has a reference to hand weaving. In ancient Indian 

tradition and the Natya Shastra (an ancient Indian treatise describing ancient dance and 

costumes), the navel of the Supreme Being is considered to be the source of life and creativity, 

hence the midriff is to be left bare by the sari.  

Sculptures from the Gandhara, Mathura and Gupta schools (1st–6th century AD) show 

goddesses and dancers wearing what appears to be a dhoti wrap, in the "fishtail" version which 

covers the legs loosely and then flows into a long, decorative drape in front of the legs. No 

bodices are shown. 

Other sources say that everyday costume consisted of a dhoti or lungi (sarong), combined with a 

breast band called 'Kurpasika' or 'Stanapatta' and occasionally a wrap called 'Uttariya' that could 

at times be used to cover the upper body or head. The two-piece Kerala mundum neryathum 

(mundu, a dhoti or sarong, neryath, a shawl, in Malayalam) is a survival of ancient Indian 

clothing styles. The one-piece sari is a modern innovation, created by combining the two pieces 

of the mundum neryathum.  

It is generally accepted that wrapped sari-like garments for lower body and sometimes shawls or 

scarf like garment called 'uttariya' for upper body, have been worn by Indian women for a long 

time, and that they have been worn in their current form for hundreds of years. In ancient couture 

the lower garment was called 'nivi' or 'nivi bandha', while the upper body was mostly left bare. 



The works of Kalidasa mentions 'Kurpasika' a form of tight fitting breast band that simply 

covered the breasts. It was also sometimes referred to as 'Uttarasanga' or 'Stanapatta'.  

The tightly fitted, short blouse worn under a sari is a choli. Choli evolved as a form of clothing in 

the 10th century AD, and the first cholis were only front covering; the back was always bare but 

covered with end of saris pallu. Bodices of this type are still common in the state of Rajasthan.  

In South India and especially in Kerala, women from most communities wore only the sari and 

exposed the upper part of the body till the middle of the 20th century. Poetic references from 

works like Silappadikaram indicate that during the Sangam period in ancient Tamil Nadu, a 

single piece of clothing served as both lower garment and head covering, leaving the midriff 

completely uncovered. Similar styles of the sari are recorded paintings by Raja Ravi Varma in 

Kerala. By the mid 19th century, though, bare breasted styles of the sari faced social revaluation 

and led to the Upper cloth controversy in the princely state of Travancore (now part of the state 

of Kerala) and the styles declined rapidly within the next half a century. 

In ancient India, although women wore saris that bared the midriff, the Dharmasastra writers 

stated that women should be dressed such that the navel would never become visible. By which 

for some time the navel exposure became a taboo and the navel was concealed. 

Similarities and differences with other Asian clothing 

While the sari is typical to Indian traditional wear, clothing worn by South-East Asian countries 

like Burma, Malaysia, Philippines, andSingapore resemble it, where a long rectangular piece of 

cloth is draped around the body. These are different from the sari as they are wrapped around the 

lower-half of body as a skirt, worn with a shirt/blouse, resembling a sarong, as seen in the 

Burmese Longyi, FilipinoTapis, Laotian Xout lao, Thai Sinh's, and Timorese Tais. Saris, worn 

predominantly in India, Pakistan, Sri Lanka, Bangladesh, and Nepal are usually draped with one 

end of the cloth fastened around the waist, and the other end placed over the shoulder baring the 

midriff. 

Cloth 

Saris are woven with one plain end (the end that is concealed inside the wrap), two long 

decorative borders running the length of the sari, and a one to three-foot section at the other end 



which continues and elaborates the length-wise decoration. This end is called the pallu; it is the 

part thrown over the shoulder in the nivi style of draping. 

In past times, saris were woven of silk or cotton. The rich could afford finely woven, diaphanous 

silk saris that, according to folklore, could be passed through a finger ring. The poor wore 

coarsely woven cotton saris. All saris were hand woven and represented a considerable 

investment of time or money. 

Simple hand-woven villagers' saris are often decorated with checks or stripes woven into the 

cloth. Inexpensive saris were also decorated with block printing using carved wooden blocks and 

vegetable dyes, or tie-dyeing, known in India as bhandani work. 

More expensive saris had elaborate geometric, floral, or figurative ornaments or brocades created 

on the loom, as part of the fabric. Sometimes warp and weft threads were tie-dyed and then 

woven, creating ikat patterns. Sometimes threads of different colours were woven into the base 

fabric in patterns; an ornamented border, an elaborate pallu, and often, small repeated accents in 

the cloth itself. These accents are called buttis or bhuttis (spellings vary). For fancy saris, these 

patterns could be woven withgold or silver thread, which is called zari work. 

Sometimes the saris were further decorated, after weaving, with various sorts of embroidery. 

Resham work is embroidery done with coloured silk thread. Zardozi embroidery uses gold and 

silver thread, and sometimes pearls and precious stones. Cheap modern versions of zardozi use 

synthetic metallic thread and imitation stones, such as fake pearls and Swarovski crystals. 

In modern times, saris are increasingly woven on mechanical looms and made of artificial fibres, 

such as polyester, nylon, or rayon, which do not require starching or ironing. They are printed by 

machine, or woven in simple patterns made with floats across the back of the sari. This can 

create an elaborate appearance on the front, while looking ugly on the back. The punchra work is 

imitated with inexpensive machine-made tassel trim. 

Hand-woven, hand-decorated saris are naturally much more expensive than the machine 

imitations. While the overall market for hand weaving has plummeted (leading to much distress 

among Indian hand weavers), hand-woven saris are still popular for weddings and other grand 

social occasions. 



Sari outside South Asia 

The traditional sari made an impact in the United States during the 1970s. Eugene Novack who 

ran the New York store, Royal Saree House told that he had been selling it mainly to the Indian 

women in New York area but later many American business women and housewives became his 

customers who preferred their saris to resemble the full gown of the western world. He also said 

that men appeared intrigued by the fragility and the femininity it confers on the wearer. 

Newcomers to the sari report that it is comfortable to wear, requiring no girdles or stockings and 

that the flowing garb feels so feminine with unusual grace. 

 As a nod to the fashion-forward philosophy established by the designs of Emilio Pucci, the now-

defunct Braniff International Airways envisioned their air hostesses wearing a more revealing 

version of a sari on a proposed Dallas-Bombay (conceivably via London) service in the late 

1970s. However this was never realised due to Halston's resistance to working with a palette 

outside of his comfort zone. The former Eagan, Minnesota–based Northwest Airlines considered 

issuing saris to flight attendants working the Minneapolis-Amsterdam-Delhi route that began in 

the 1990s. This never occurred largely due to a union dispute. 

The sari has gained its popularity internationally due to the growth of Indian fashion trends 

globally. Many Bollywood celebrities, like Aishwarya Rai, have worn it at international events 

representing the Indian culture. In 2010, Bollywood actress Deepika Padukone wanted to 

represent her country at an international event, wearing the national costume. On her very first 

red carpet appearance at the Cannes International Film Festival, she stepped out on the red carpet 

in a Rohit Bal sari.  

Even popular Hollywood celebrities have worn this traditional attire. Pamela Anderson made a 

surprise guest appearance on Bigg Boss, the Indian version of Big Brother, dressed in a sari that 

was specially designed for her by Mumbai-based fashion designer Ashley Rebello. Ashley Judd 

donned a purple sari at the Youth AIDS Benefit Gala in November 2007 at the Ritz Carlton in 

Mclean, Virginia.There was an Indian flavour to the red carpet at the annual Fashion Rocks 

concert in New York, with designer Rocky S walking the ramp along with Jessica, Ashley, 

Nicole, Kimberly and Melody – the Pussycat Dolls – dressed in saris. 

 



Chapter -5 

Types of sari 

While an international image of the modern style sari may have been popularised by airline 

stewardesses, each region in the Indian subcontinent has developed, over the centuries, its own 

unique sari style. Following are other well-known varieties, distinct on the basis of fabric, 

weaving style, or motif, in South Asia: 

Central styles  

• Chanderi sari – Madhya Pradesh-Chanderi sari is a traditional sari made in Chanderi, 

Madhya Pradesh, India. 

• Maheshwari – Madhya Pradesh 

• Kosa silk – Chhattisgarh-Kosa silk is a type of silk made from a thread produced by a 

worm similar to the silk worm. It is primarily produced in central India in the Chattisgarh region. 

Kosa silk is known for its comfort and is popular in other countries. Bilaspur, Raigarh, Champa 

of Chattisgarh are known for kosa silk and its production by Dewangan community. 

Eastern styles 

• Sambalpuri saree silk & cotton – Sambalpur, Orissa-is a traditional hand wovenikat or 

sari or saree (locally called shadhi) wherein the warp and the weft are tie-dyed before weaving. It 

is produced in the Bargarh, Sonepur, Sambalpur, Balangir district, Boudh District of Odisha. The 

saree is a traditional female garment in the Indian Subcontinent1] consisting of a strip of 

unstitched cloth ranging from four to nine metres in length that is draped over the body in 

various styles. Sambalpuri sarees are known for their incorporation of traditional motifs like 

shankha (shell),chakra (wheel), phula (flower), all of which have deep symbolism, but the 

highpoint of these sarees is the traditional craftsmanship of the 'Bandhakala', the Tie-dye art 

reflected in their intricate weaves, also known as Sambalpuri "Ikkat". In this technique, the 

threads are first tie-dyed and later woven into a fabric, with the entire process taking many 

weeks. These sarees first became popular outside the state when the late Prime Minister Indira 

Gandhi started wearing them. In the 1980s and 1990s they became popular across India. To 



provide protection to the weavers practicing this art, the handloom silk sarees manufactured 

inSambalpur and Berhampur (Berhampur Pattu) in Odisha were included in the Government of 

India‘s Geographical Indications (GI) registry. 

• Ikkat silk & cotton – Bargarh, Orissa-Ikat, or Ikkat, is a dyeing technique used to pattern 

textiles that employs a resist dyeingprocess similar to tie-dye on either the warp or weft fibres 

prior to dyeing. The word ikatderives from the Indonesian word mengikat 'to tie'. 

Bindings, which resist dye penetration, are applied to the threads in the desired patterns and the 

threads are dyed. Alteration of the bindings and the dyeing of more than one color produce 

elaborate, multicolored patterns. When all of the dyeing is finished the bindings are removed and 

the threads are ready to be woven into cloth. 

The defining characteristic of ikat is the dyeing of patterns, by means of bindings, into the 

threads before cloth construction, the weaving of the fabric, takes place. Herein lies the 

difference between ikat and tie-dye. In tie-dye the fabric is woven first and the resist bindings are 

then applied to the fabric which is dyed. 

• Tangail cotton – Bangladesh 

• Jamdani – Bangladesh- term for figured muslin characterized by an intricate, elaborate 

design that constitutes one of the greatest accomplishments of Bangladeshi weavers. The 

tradition of wearing jamdani sarees for marriages and other ceremonies is a custom in 

Bangladesh. Jamdani is considered as a symbol of royalty and historically used primarily by the 

upper classes. Jamdani garments and sarees produced in Dhaka are well recognized. In 2013, the 

traditional art of Jamdani weaving was included in the list of "Intangible Cultural Heritage" by 

UNESCO. Dhaka Jamdani has another so called name like Dhakaiaa/dhakiya/dhakaia jamdani 

• Muslin – Bangladesh-is a loosely woven cotton fabric. Originating in Bengal, it was 

introduced to Europe from the Middle East in the 17th century. It became very popular in France 

at the end of the 18th century. Because air moves easily through it, muslin clothing is suitable for 

hot, dry climates. 

• Rajshahi silk – Bangladesh-Rajshahi Silk is the name given to the silk products produced 

in Rajshahi, Bangladesh. It is a famous name in the domain of clothing, especially in saris. 



Rajshahi silk is a delicate and soft fibre produced from the cocoons of silkworms and is covered 

with a protein called Sericin. There are mainly three varieties of silks. 

• Tussar silk – Bihar-Tussar silk (alternatively spelled as Tussah, Tushar, Tassar, Tusser 

and also known as Kosa Silk) is produced from Tussar silkworms (Antheraea mylitta and 

Antheraea proylei, belonging to the moth genus Antheraea). These silkworms live in the wild in 

trees belonging to Terminalia species and Shorea robusta as well as other food plants found in 

South Asia. 

• Mooga silk – Assam 

• Tant famous Bengali cotton – Shantipur, West Bengal 

• Dhaniakhali cotton – West Bengal 

• Murshidabad silk – West Bengal 

• Baluchari silk – West Bengal 

• Kantha silk & cotton saris – West Bengal-Kantha is a type of embroidery popular in 

Odisha and West Bengal. In Odisha old saris are stacked on each other and hand-stitched to 

make a thin piece of cushion. This is normally used above a bed cushion or instead of a cushion. 

The use of kantha is popular in "Kantha saris" traditionally worn by women in Bengal. 

Kantha stitching is also used to make simple quilts, commonly known as Nakshi Kantha. Women 

in Bengal typically use old saris and cloth and layer them with kantha stitch to make a light 

blanket, throw or bedspread, especially for children. Kantha is very popular with tourists visiting 

Bengal and is a specialty of Bolpur 

• Khandua silk & cotton –Nuapatna, Odisha Saree Store, Cuttack, Orissa 

• Bomkai/Sonepuri sari silk & cotton – Subarnapur, Orissa 

• Berhampuri silk – Bramhapur, Orissa 

• Mattha or Tussar silk –Mayurbhanj, Orissa 

• Bapta silk & cotton –Koraput, Orissa 



• Tanta cotton –Balasore, Orissa 

• Shantipur cotton – West Bengal 

• Phulia cotton – West Bengal 

• Tant saree – West Bengal-Tant saree is a traditional Indian saree and usually used by 

Bengali women. It is traditionally made by the weavers from all over West Bengal and 

Bangladesh but typically few places like Murshidabad, Nadia, Hooghly of West Bengal and 

Dhaka, Tangail of Bangladesh are famous for tant saree weaving. Since the tant saree are meant 

for daily use the lowest cost of this saree is  350 (US$5.40). Tant saree are woven from cotton 

threads and distinguished by its lightness and transparency. It is considered to be the most 

comfortable saree for the Indian hot and humid climate. 

• Garad saree – Murshidabad,West Bengal 

Western styles 

• Paithani – Maharashtra 

• Bandhani – Gujarat and Rajasthan 

• Kota doria Rajasthan 

• Lugade – Maharashtra 

• Patola – Gujarat 

Southern styles 

• Mysore silk saree Karnataka 

• Kanchipuram sari (locally called Kanjivaram pattu) – Tamil Nadu-A Kanchipuram sari 

(also known as a Kanjivaram sari) is a type of sari traditionally made by weavers from 

Kanchipuram located in Tamil Nadu, India. These are woven naturally. The Kanchipuram sari is 

distinguished by its wide contrast borders. 



A single Kanchipuram sari can cost anywhere between  2500 (US$38) to  100000(US$1,500) or 

more depending upon the intricacy of work, colors, pattern, material used like zari, gold thread 

etc. 

Since 2005, Kanchipuram saris are protected by a Geographical Indication label, certifying their 

origin 

• Kumbakonam – Tamil Nadu 

• Mundum Neriyathum – Kerala-is the traditional clothing of women in Kerala,South 

India. It is the oldest remnant of the ancient form of the saree which covered only the lower part 

of the body. In the mundum neriyathum, the most basic traditional piece is themundu or lower 

garment which is the ancient form of the saree denoted in Malayalam as 'Thuni' (meaning cloth), 

while the neriyathu forms the upper garment the mundu. The mundum neryathum consists of two 

pieces of cloth, and could be worn in either the traditional style with the neriyathu tucked inside 

the blouse, or in the modern style with the neriyathu worn over the left shoulder. 

• Half saree of entire South India 

• Thirubuvanam – Tamil Nadu 

• Thanjavur – Tamil Nadu 

• Madurai – Tamil Nadu 

• Coimbatore cotton Tamil Nadu 

• Arani pattu – Tamil Nadu 

• Chinnalapattu Tamil Nadu 

• Kandangi Seelai Tamil Nadu 

• Sungudi Seelai Tamil Nadu 

• Chettinadu cotton Tamil Nadu 



• Pochampally Sari – Andhra Pradesh- is a saree made in Boodhan Pochampally,Nalgonda 

district, India. They are popular for their traditional geometric patterns in Ikat style of 

dyeing.The intricate geometric design find their way into the hands of skillful weavers and make 

it to the market as beautiful sarees and dress material. 

• Venkatagiri Sari – Andhra Pradesh-Venkatagiri Sari is a sari style made in Venkatagiri, 

Andhra Pradesh, India. They are very popular for their unique zari designs 

• Gadwal sari – Andhra Pradesh-Gadwal sari is a traditional sari made in Gadwal, 

Mahbubnagar district, India. They are popular for their Zari saris. 

• Guntur – Andhra Pradesh 

• Narayanpet – Andhra Pradesh 

• Mangalagiri – Andhra Pradesh 

• Balarampuram – Kerala 

• Mysore silk – Karnataka-Mysore is the home of the famous Indian feminine wear, the 

Mysore silk saree. Mysore Silk is a trademark for the silk sarees produced by KSIC (Karnataka 

Silk Industries Corporation). The distinguishing feature of this saree is the usage of pure silk and 

100% pure gold zari (a golden coloured thread containing 65% of silver and 0.65% of gold). 

These sarees are manufactured in a silk factory located in Mysore city. This factory was started 

in 1912 by the Maharaja of Mysore by importing 32 looms from Switzerland. In 1980, this 

factory was transferred to KSIC and now has around 159 looms. Every saree produced here 

comes with an embroidered code number and a hologram to prevent misuse. Mysore silk sarees 

are also undergoing an innovating change with the use of kasuti embroidery, thickly woven 

pallus (the part of the saree worn over the shoulder), bandhini techniques and new colours like 

lilac, coffee-brown and elephant-grey 

• Ilkal – Karnataka 

• Molakalmuru silk saree – Karnataka 

• Dharmavaram silk saree-Andhra pradesh 



• Puttapaka Sari - Andhra Pradesh-Puttapaka Sari is a made in saree made in Puttapaka 

village, Samsthan Narayanpuram mandal in Nalgonda district, India. It is known for its unique 

Puttapaka tie and dye style of sarees. 

Northern styles 

• Banarasi – Uttar Pradesh 

• Shalu – Uttar Pradesh 

• Tanchoi – Uttar Pradesh 

• Phulkari Saree - Punjab 

Disadvantages 

George Polk Award winner columnist Rangaswamy Satakopan wrote the following as the 

problems of the sari in an article for Associated Press,  

• In winter, it has no protection against cold. 

• In the rains, it collects mud and filth at the hem. 

• It is not suitable to wear during sports. 

Bala Murukesan, vice-president, Nalli told, "The number of women wearing saris as regular 

wear is declining, especially in metros. The work culture has changed, both partners are 

working". Designer Ritu Kumar told, "Women have been wearing saris and working in the 

fields. But the young career-minded women are always up, about and moving. They find saris to 

be something which restricts their mobility." Menaka Rai, 21 commented, "Now saris are 

associated with sensuousness and grace." Neela Shinde, managing committee member of 

Paramparik Karigar, an organisation that works with Indian artisans, craftsmen and weavers, puts 

the time required to drape a sari an issue. She commented, "A woman needs to get used to 

wearing a sari and it needs to be draped in a certain way. There is a certain degree of time 

management to the garment as against slipping into a trouser or salwar kurta."  

 



Chapter - 7 

Styles of draping sari 

There are more than 80 recorded ways to wear a sari. Fashion designer Shaina NCdeclared,"I can 

drape a sari in 54 different styles". 

The most common style is for the sari to be wrapped around the waist, with the loose end of the 

drape to be worn over the shoulder, baring the midriff. However, the sari can be draped in 

several different styles, though some styles do require a sari of a particular length or form. The 

French cultural anthropologist and sari researcher Chantal Boulanger categorised sari drapes in 

the following families: 

• Nivi – styles originally worn in Andhra Pradesh; besides the modern nivi, there is also 

thekaccha nivi, where the pleats are passed through the legs and tucked into the waist at the back. 

This allows free movement while covering the legs. 

• Bengali and Oriya style. 

• Gujarati/Rajasthani – after tucking in the pleats similar to the nivi style, the loose end is 

taken from the back, draped across the right shoulder, and pulled across to be secured in the back 

• Maharashtrian/Konkani/Kashta; this drape is very similar to that of the male 

Maharashtriandhoti. The center of the sari (held lengthwise) is placed at the center back, the ends 

are brought forward and tied securely, then the two ends are wrapped around the legs. When 

worn as a sari, an extra-long cloth of nine yards is used and the ends are then passed up over the 

shoulders and the upper body. They are primarily worn by Brahmin women of Maharashtra, 

Karnataka,Andhra Pradesh and Goa. 

• Madisar – this drape is typical of Iyengar/Iyer Brahmin ladies from Tamil Nadu. 

Traditional Madisar is weared using 9 yards saree. 

• Kodagu style – this drape is confined to ladies hailing from the Kodagu district of 

Karnataka. In this style, the pleats are created in the rear, instead of the front. The loose end of 

the sari is draped back-to-front over the right shoulder, and is pinned to the rest of the sari. 



• Gobbe Seere – This style is worn by women in the Malnad or Sahyadri and central region 

of Karnataka. It is worn with 18 molas saree with three four rounds at the waist and a knot after 

crisscrossing over shoulders. 

• Gond – sari styles found in many parts of Central India. The cloth is first draped over the 

left shoulder, then arranged to cover the body. 

• Malayali style – the two-piece sari, or Mundum Neryathum, worn in Kerala. Usually 

made of unbleached cotton and decorated with gold or coloured stripes and/or borders. Also the 

Set-saree, a sort of mundum neryathum. 

• Tribal styles – often secured by tying them firmly across the chest, covering the breasts. 

• Kunbi style or denthli:Goan Gauda and Kunbis,and those of them who have migrated to 

other states use this way of draping Sari orKappad,this form of draping is created by tying a knot 

in the fabric below he shoulder and a strip of cloth which crossed the left shoulder was fasten on 

the back. 

Nivi style 

             The nivi is today's most popular sari style. 

nivi drape starts with one end of the sari tucked into the waistband of the petticoat, usually a 

plain skirt. The cloth is wrapped around the lower body once, then hand-gathered into even 

pleats below the navel. The pleats are tucked into the waistband of the petticoat. They create a 

graceful, decorative effect which poets have likened to the petals of a flower. 

After one more turn around the waist, the loose end is draped over the shoulder. The loose end is 

called the pallu, pallav, seragu, or paita depending on the language. It is draped diagonally in 

front of the torso. It is worn across the right hip to over the left shoulder, partly baring the 

midriff. The navel can be revealed or concealed by the wearer by adjusting the pallu, depending 

on the social setting. The long end of the pallu hanging from the back of the shoulder is often 

intricately decorated. The pallu may be hanging freely, tucked in at the waist, used to cover the 

head, or used to cover the neck, by draping it across the right shoulder as well. Some nivi styles 

are worn with the pallu draped from the back towards the front, coming from the back over the 



right shoulder with one corner tucked by the left hip, covering the torso/waist. The nivi sari was 

popularised through the paintings of Raja Ravi Varma. In one of his paintings, the Indian 

subcontinent was shown as a mother wearing a flowing nivi sari.Also, partly due to Bollywood 

actresses wearing it this way in 1920s and 1930s. 

The ornaments generally accepted by the Hindu culture that can be worn in the midriff region are 

the waist chains. They are considered to be a part of bridal jewellery. 

Modern style of draping 

The increased interaction with the British saw most women from royal families come out of 

purdah in the 1900s. This necessitated a change of dress. Maharani Indira Devi of Cooch Behar 

popularised the chiffon sari. She was widowed early in life and followed the convention of 

abandoning her richly woven Baroda shalus in favour of the traditional unadorned white. 

Characteristically, she transformed her ‗mourning‘ clothes into high fashion. She had saris 

woven in France to her personal specifications, in white chiffon, and introduced the silk chiffon 

sari to the royal fashion repertoire. The chiffon sari did what years of fashion interaction had not 

done in India. It homogenised fashion across this land. Its softness, lightness and beautiful, 

elegant, caressing drape was ideally suited to the Indian climate. 

Different courts adopted their own styles of draping and indigenising the sari. In most of the 

courts the sari was embellished with stitching hand-woven borders in gold from Varanasi, 

delicate zardozi work, gota, makaish and tilla work that embellished the plain fabric, 

simultaneously satisfying both traditional demands and ingrained love for ornamentation. Some 

images of maharanis in the Deccan show the women wearing a sleeveless, richly embellished 

waistcoat over their blouses. The Begum of Savanur remembers how sumptuous the chiffon sari 

became at their gatherings. At some courts it was worn with jaali, or net kurtas and embossed 

silk waist length sadris or jackets. Some of them were so rich that the entire ground was 

embroidered over with pearls and zardozi. 

Due to migration to Western countries like South Africa, many Indian women began to wear the 

normal sari below the waistline exposing the navel, known as low-rise sari or low hip sari. Thus, 

the space between the bottom of the sari blouse and the top of the petticoat began to expand to 

expose the navel or a healthy roll of fat instead of only a couple of inches of skin. Also due to 



liberalisation and changing global fashion trends, saris are re-emerging as a dress which can 

expose as much as it conceals. As a result, saris began to be designed in many innovative ways 

and materials. Transparent and semi-transparent saris made of sheer fabrics like chiffon are an 

example. Heavily embroidered saris gave way to printed nylons and polyesters. 

These saris are draped in different ways such as petticoat being tied at about 4–6 inches below 

the navel or where the blouse is small and ends just below the breastsand the pallu is thin, 

thereby exposing some part of the blouse and almost the entire midriff. Fashion designer Suneet 

Varma once commented,"The saree is the most versatile garment in the world. It can, with a 

sweep of the head, be conservative or with a flash of the navel, trendy. If you are going for a 

prayer meeting, all you need to do is to place the pallu over the shoulders or cover your head 

with it. The same saree, worn a little low to show off the navel, and teamed up with a backless 

choli, and show a bit of cleavage, can make you the most elegant woman at a cocktail party."  

Designer Shaina NC once commented, "There‘s no reason why saris must be worn over a 

petticoat – I‘m wearing mine over trousers. There‘s no set rules – take your pleats to the side or 

over the hip, wear the pallav like a dupatta or try a double or triple sari." Some even wear navel 

jewels or navel piercings to draw attention to the navel. 

 These were made popular by the celebrities of Bollywood industry and other popular regional 

film industries like Kannada, Tamil andTelugu cinemas. For example, in the 1968 Bollywood 

film Brahmachari, Actress Mumtaz was seen in a Sharara sari flaunting her navel for a song and 

dance number ("Aaj kal tere mere"). Sharara is a long flowing pant like a divided skirt at bottom 

with a long blouse. The unique feature of the Sharara is the skirt which has less flow than 

lehenga. It is like a loose pant fitted till the knee, with a big flare from the knee onwards. 

Different types of fabrics are used for sharara like rich tissue materials such as Crape, Satin, 

Chiffon,Georgette and Silk. It later became so popular that till date this type of saris is known to 

be Mumtaz Saris. 

Recently in 2009, actress Priyanka Chopra appeared in a similar type "Mumtaz Sari" and showed 

off her navel jewellery when she attended the premiere of her film What's Your Raashee at the 

Toronto International Film Festival.  



Taking inspiration from their Bollywood counterparts, actors on the small screen are also 

concentrating on the glamour quotient of saris on their TV shows. Producer Hemal Thakkar 

commented,"Fashion sense on TV has surely changed .The actors raise the oomph factor by 

showing off their curves, yet not showing too much skin, to avoid upsetting families – their main 

audience. Their pallus (front panel of the sari) are narrower and show off a lot more cleavage 

now. Blouses have more daring cuts and ample waist display is common." TV Actress Nia 

Sharma seen in Ek Hazaaron Mein Meri Behna Hai commented, "The style of wearing saris in 

films has become sexier, and it has trickled down to TV too. Being covered yet sexy is working 

on TV. This is a nice change."  

Above mentioned modern saris are mainly worn by rich and educated upper-class women. 

Wearing the sari below the navel does not always lead to exposing it, as the navel is covered 

with the pallu in a low-rise non-transparent sari. This style can be helpful for tall women for 

whom tying the sari above the navel might not be possible. The pallu helps in covering the navel. 

In Indian corporate culture, saris are required to be worn in an elegant manner avoiding navel 

exposure. Anita Gupta, Senior Vice-President at JWT Chennai commented,"Formal wear for 

women definitely covers saris without plunging necklines or glimpses of the belly button." 

Professional style of draping 

Because of the harsh extremes in temperature on the Indian Subcontinent, the sari fills a practical 

role as well as a decorative one. It is not only warming in winter and cooling in summer, but its 

loose-fitting tailoring is preferred by women who must be free to move as their duties require. 

For this reason, it is the costume of choice of air hostesses on Air India. This led to a 

professional style of draping a sari which is referred to Air-Hostess style sari. An air hostess 

style sari is tied in just the same way as a normal sari except that the pleats are held together 

quite nicely with the help of pins. A bordered sari will be just perfect for an Air-Hostess style 

drape where the pallu is heavily pleated and pinned on the shoulder. Even the vertical pleats that 

are tucked at the navel are severely pleated and pressed. Same goes for the pallu pleats that are 

pinned at the shoulder. To get the perfect ‗Air-hostess‘ a complimentary U-shaped blouse that 

covers the upper body completely is worn which gives a very elegant and formal look. Mastering 

the ‗Air-hostess‘ style drape helps to create the desired impact in a formal setting like an 

interview or a conference. Saris are worn as uniforms by the female hotel staff of many five star 



luxury hotels in India as symbol of culture. Recently in a makeover design, Taj Hotels Resorts 

and Palaces, decided the welcoming staff at the group's Luxury Hotels would be draped in the 

rich colours and designs of the Banarasi six yards. The new saris were unveiled at the Taj 

property in Mumbai. It will be subsequently replicated at all 10 Luxury Hotels of the group 

across the country for duty managers and front office staff. Taj had adopted three villages in 

Varanasi and employed 25 master weavers there for the project. The vision finally took shape 

after 14 months, once the weavers had a good work environment, understood the designs and 

fine-tuned the motifs. 

 Similarly, the female politicians of India wear the sari in a professional manner. The women of 

Nehru–Gandhi family like Indira Gandhiand Sonia Gandhi wear the special blouse for the 

campaign trail which is longer than usually and is tucked in to prevent any midriff show while 

waving to the crowds.Stylist Prasad Bidapa has to say, "I think Sonia Gandhi is the country's 

most stylish politician. But that's because she's inherited the best collection of saris from her 

mother-in-law. I'm also happy that she supports the Indian handloom industry with her 

selection." BJP politician Sushma Swaraj maintains her prim housewife look with a pinned-up 

pallu while general secretary of AIADMK Jayalalithaa wears her saris like a suit of armour. 

 Bangladesh 

The shari is worn by women throughout Bangladesh. Sari is the most popular dress for women in 

Bangladesh, both for casual and formal occasion. There are many regional variations of them in 

both silk and cotton. But the Jamdani Tanta/Tant cotton, Dhakai Benaroshi, Rajshahi silk, 

Tangail Tanter shari, Tash-Har silk, and Katan shari are the most popular in Bangladesh. 

Pakistan 

In Pakistan, saris are less commonly worn than the Shalwar kameez which is worn throughout 

the country. Because of its long association with the Hindu culture and it exposing the midriff 

and navel, sari are considered to be against the injunctions of Islam and as a 'Hindu dress'. The 

sari remains a popular garment among the upper class for many formal functions. Sarees can be 

seen worn commonly in metropolitan cities such as Karachi and are worn regularly to weddings 

and other functions. The sari is worn as daily wear by Pakistani Hindus, by elderly Muslim 

women who were used to wearing it in pre-partition India and by some of the new generation 



who have reintroduced the interest in saris. The growing popularity of the sari among Pakistan's 

fashion-conscious elite is due to another bete noire of conservatives — Bollywood movies and 

television serials. The Nation, an English-language newspaper published from Lahore reported, 

"The Indian electronic media have played an important role in promoting the sari culture in 

Pakistan. Now Pakistani actresses on TV channels are being seen wearing saris, especially young 

women." 

 Sri Lanka 

Sri Lankan women wear saris in many styles. Two ways of draping the sari are popular and tend 

to dominate: the Indian style (classic nivi drape) and the Kandyan style (or osaria in Sinhalese). 

The Kandyan style is generally more popular in the hill country region of Kandy from which the 

style gets its name. Though local preferences play a role, most women decide on style depending 

on personal preference or what is perceived to be most flattering for their figure. 

The traditional Kandyan (osaria) style consists of a full blouse which covers the midriff 

completely and is partially tucked in at the front as is seen in this 19th-century portrait. However, 

modern intermingling of styles has led to most wearers baring the midriff. The final tail of the 

sari is neatly pleated rather than free-flowing. This is rather similar to the pleated rosette used in 

the Dravidian style noted earlier in the article. 

The Kandyan style is considered the national dress of Sinhalese women. It is the uniform of the 

air hostesses of Sri Lankan Airlines. 

During 1960s, the mini sari known as 'hipster' sari created a wrinkle in Sri Lankan fashion, since 

it was worn below the navel and barely above the line of prosecution for indecent exposure. The 

conservative people described the 'hipster' as "an absolute travesty of a beautiful costume almost 

a desecration" and "a hideous and purposeless garment". 

Nepal 

Originally Saree was started being worn at Nepal although it is dominated by India. Saree is the 

most commonly worn women uniform in Nepal. In Nepal, a special style of draping is used in a 

sari called haku patasihh. The sari is draped around the waist and a shawl is worn covering the 



upper half of the sari, which is used in place of a pallu. It is one of the popular modern style in 

the Saree world. 

 

 

 

 

 

  

  



Chapter - 8 

Embroidery stitch 

In everyday language, a stitch in the context of embroidery or hand-sewing is defined as the 

movement of the embroidery needle from the backside of the fabric to the front side and back to 

the back side. The thread stroke on the front side produced by this is also called stitch. In the 

context of embroidery, an embroidery stitch means one or more stitches that are always executed 

in the same way, forming a figure of recognisable look. Embroidery stitches are also called 

stitches for short. 

Embroidery stitches are the smallest units in embroidery. Embroidery patterns are formed by 

doing many embroidery stitches, either all the same or different ones, either following a counting 

chart on paper, following a design painted on the fabric or even working freehand. 

Common stitches  

Embroidery uses various combinations of stitches. Each embroidery stitch has a special name to 

help identify it. These names vary from country to country and region to region. Some 

embroidery books will include name variations. Taken by themselves the stitches are mostly 

simple to execute, however when put together the results can be extremely complex. 

Straight stitches  

Straight stitches pass through the fabric ground in a simple up and down motion, and for the 

most part moving in a single direction. Examples of straight stitches are: 

•Running or basting stitch 

•Simple satin stitch 

•Algerian eye stitch 

•Fern stitch 

Straight Stitches that have two journeys (generally forwards and backwards over the same path). 

Examples: 

•Holbein stitch, also known as the double running stitch 

•Bosnian stitch 

Pattern darning is an ancient technique in which parallel rows of straight stitches in varying 

lengths are arranged to form geometric patterns. Japanese Kogin embroidery is a pattern darning 

style from the island of Honshū, often worked in white cotton thread on rough, dark blue indigo-

dyed linen.  



Back stitches 

Back stitches pass through the fabric ground in an encircling motion. The needle in the simplest 

backstitch comes up from the back of the fabric, makes a stitch to the right going back to the 

back of the fabric, then passes behind the first stitch and comes up to the front of the fabric to the 

left of the first stitch. The needle then goes back to the back of the fabric through the same hole 

the stitch first came up from. The needle then repeats the movement to the left of the stitches and 

continues. Some examples of a back stitch are: 

•Stem stitch or outline stitch 

•Split stitch. The needle pierces the thread as it come back up. 

•Crewel stitch 

Basic backstitch is used to outline shapes in modern cross-stitch, in Assisi embroidery and 

occasionally in blackwork. 

A versatile and easy to work stitch, backstitch is ideal for following both smooth and 

complicated outlines and as a foundation row for more complex embroidery stitches such as 

Herringbone ladder filling stitch. Although superficially similar to Holbein stitch, commonly 

used in Blackwork embroidery, backstitch differs in the way it is worked, requiring a single 

journey only to complete a line of stitching. 

Stem stitch is an ancient technique; surviving mantles embroidered with stem stitch by the 

Paracas people of Peru are dated to the first century BCE. Stem stitch is used in the Bayeux 

Tapestry, an embroidered cloth probably dating to the later 1070s, for lettering and to outline 

areas filled with couching or laid-work. 

Split stitch in silk is characteristic of Opus Anglicanum, an embroidery style of Medieval 

England 

Chain stitches 

Chain stitches catch a loop of the thread on the surface of the fabric. In the simplest of the looped 

stitches, the chain stitch, the needle comes up from the back of the fabric and then the needle 

goes back into the same hole it came out of, pulling the loop of thread almost completely through 

to the back; but before the loop disappears, the needle come back up (a certain distance from the 

beginning stitch -the distance deciding the length of the stitch), passes through the loop and 

prevents it from being pulled completely to the back of the fabric. The needle then passes back to 

the back of the fabric through the second hole and begins the stitch again. Examples of chain 

stitches are: 

•Chain stitch 



•Lazy Daisy stitch, or detached chain. The loop stitch is held to the fabric at the wide end by a 

tiny tacking stitch. 

•Spanish Chain or Zig-zag Chain 

Chain stitch and its variations are fundamental to embroidery traditions of many cultures, 

including Kashmiri numdahs,Iranian Resht work, Central Asian suzani,Hungarian Kalotaszeg 

"written embroidery", Jacobean embroidery, and crewel work. Chain stitch was the stitch used 

by earlysewing machines; however, as it is easily unravelled from fabric, this was soon replaced 

with the more secure lockstitch. This ease of unraveling of the single-thread chain stitch, more 

specifically known as ISO 4915:1991 stitch 101, continues to be exploited for industrial purposes 

in the closure of bags for bulk products. Machine embroidery in chain stitch, often in traditional 

hand-worked crewel designs, is found on curtains, bed linens, and upholstery fabrics. 

Buttonhole stitches 

Buttonhole or blanket stitches also catch a loop of the thread on the surface of the fabric but the 

principal difference is that the needle does not return to the original hole to pass back to the back 

of the fabric. In the classic buttonhole stitch, the needle is returned to the back of the fabric at a 

right angle to the original start of the thread. The finished stitch in some ways resembles a letter 

"L" depending on the spacing of the stitches. For buttonholes the stitches are tightly packed 

together and for blanket edges they are more spaced out. The properties of this stitch make it 

ideal for preventing raveling of woven fabric. This stitch is also the basis for many forms of 

needle lace. Examples of buttonhole or blanket stitches. 

•Blanket stitch 

•Buttonhole stitch 

•Closed buttonhole stitch, the tops of the stitch touch to form triangles 

•Crossed buttonhole stitch, the tops of the stitch cross 

•Buttonhole stitches combined with knots: 

•Top Knotted Buttonhole stitch 

•German Knotted Buttonhole stitch 

•Tailor's buttonhole stitch 

In addition to reinforcing buttonholes and preventing cut fabric from raveling, buttonhole 

stitches are used to make stems in crewel embroidery, to make sewn eyelets, to attach applique to 

ground fabric, and ascouching stitches. Buttonhole stitch scallops, usually raised or padded by 

rows of straight or chain stitches, were a popular edging in the 19th century. 



Buttonhole stitches are also used in cutwork, including Broderie Anglaise, and form the basis for 

many forms of needlelace. 

Feather stitches 

Featherstitch or feather stitch and Cretan stitch or faggoting stitch are embroidery techniques 

made of open, looped stitches worked alternately to the right and left of a central rib. Fly stitch is 

categorized with the featherstitches. 

Cross stitches 

Cross stitches or cross-stitch have come to represent an entire industry of pattern production and 

material supply for the craft person. The stitch is done by creating a line of diagonal stitches 

going in one direction, usually using the warp and weft of the fabric as a guide, then on the 

return journey crossing the diagonal in the other direction, creating an "x". Also included in this 

class of stitches are: 

•Herringbone stitches, including the hem stitch 

•Breton stitch, here the threads of the "x" are twisted together 

•Sprat's Head stitch 

•Crow's Foot stitch, these last two stitches are often used in tailoring to strengthen a garment at a 

point of strain such as a pocket corner or the top of a kick pleat. 

Cross stitches were typical of 16th century canvas work, falling out of fashion in favor of tent 

stitch toward the end of the century. Canvas work in cross stitch became popular again in the 

mid-19th century with the Berlin wool work craze. 

Herringbone, fishbone, Van Dyke, and related crossed stitches are used in crewel embroidery, 

especially to add texture to stems, leaves, and similar objects. Basic cross stitch is used to fill 

backgrounds in Assisi work. 

Cross stitch was widely used to mark household linens in the 18th and 19th centuries, and girls' 

skills in this essential task were demonstrated with elaborate samplers embroidered with cross-

stitched alphabets, numbers, birds and other animals, and the crowns and coronets sewn onto the 

linens of the nobility. Much of contemporary cross-stitch embroidery derives from this tradition. 

Knotted stitches 

Knotted stitches are formed by wrapping the thread around the needle, once or several times, 

before passing it back to the back of the fabric ground. This is a predominate stitch in Brazilian 

embroidery, used to create flowers. Another form of embroidery that uses knots is Candle 



wicking, where the knots are created by forming a figure 8 around the needle. Examples of 

knotted stitches are: 

•French knot, or twisted knot stitch 

•Chinese knot, which varies from the French knot in that it takes a tiny stitch in the background 

fabric while creating the knot 

•Bullion knots 

•Coral stitch 

•There are also more complex knotted stitches such as: 

•Knotted Loop stitch 

•Plaited Braid stitch 

•Sorbello stitch 

•Diamond stitch 

•Knotted edgings based on buttonhole stitches include: 

•Antwerp edging stitch 

•Armenian edging stitch 

Couching and laid work 

Couching or laid stitches involve two sets of threads, the set that is being 'laid' onto the surface of 

the fabric and the set which attach the laid threads. The laid threads may be heavier than the 

attaching thread, or they may be of a nature that does not allow them to be worked like a regular 

embroidery thread, such as metal threads. The stitches used to attach the laid thread may be of 

any nature; cross stitch, buttonhole stitch, straight stitch; but some have specific names: 

•Pendant couching, 

•Bokhara couching 

•Square laid work 

•Oriental couching 

•Battlement couching 

•Klosterstitch 



•Roumanian couching 

 

  



Chapter - 9 

Chikankari 

Chikan (Hindi: , Urdu: کن  .is a traditional embroidery style from Lucknow, India (چ

Literally translated, the word means embroidery. Believed to have been introduced by Nur Jehan, 

Mughalemperor Jahangir's wife, it is one of Lucknow's most famous textile decoration styles. 

Origin 

There are several theories about the origin of Chikankari. Chikankari - the process of chikan - 

was basically invented in Lucknow. It developed quickly during the period when the Mughals 

ruled and consisted of styles inspired by Persians. Lucknow grew into an international market for 

its renowned Chikankari work. There are references to Indian Chikan work as early as 3rd 

century BC byMegasthenes, who mentioned the use of flowered muslins by Indians. There is 

also a tale that mentions how a traveler taught Chikankari to a peasant in return of water to drink. 

However, the Noor Jahan story is the most popular of the lot. The name Chikan has been derived 

from the Persian word Chakin or Chikeen meaning a cloth wrought with needlework 

Chikan began as a type of white-on-white (or white work) embroidery. 

Technique 

The technique of creation of a chikan work is known as chikankari . Chikankari is a delicate and 

artfully done hand embroidery on a variety of textile fabric like muslin, silk, chiffon, organza, 

net etc. White thread is embroidered on cool, pastel shades of light muslin and cotton garments. 

Nowadays chikan embroidery is also done with coloured and silk threads in different colours to 

meet the recent fashion trends and keep chikankari trendy with fashion. Lucknow is the heart of 

the Chikankari industry today and the variety is known as Lucknawi chikan. 

The piece begins with the use of one or more pattern blocks that are used to block-print a pattern 

on the ground fabric. The embroiderer then stitches the pattern, and the finished piece is 

carefully washed to remove all traces of the printed pattern.  Process of Chikankari includes 

following steps: 

•Design 

•Engraving 

•Block printing 

•Embroidery 

•Washing & finishing 



The patterns and effects created depend on the types of stitches and the thicknesses of the threads 

used in the embroidery. Some of the varieties of stitches used include backstitch, chain stitch and 

hemstitch. The result is an open work pattern, jali (lace) or shadow-work. Often the embroiderer 

creates mesh-like sections in the design by using a needle to separate threads in the ground 

fabric, and then working around the spaces. It consists of 36 different stitches, which are: 

•Tepchi 

•Bakhiya 

•Hool 

•Zanzeera 

•Rahet 

•Banarsi 

•Khatau 

•Phanda'' 

•Murri 

•Jali 

•Turpai 

•Darzdari 

•Pechani 

•Bijli 

•Ghaspatti 

•Makra 

•Kauri 

•Hathkadi 

•Banjkali 

•Sazi 



•Karan 

•Kapkapi 

•Madrazi 

•Bulbul-chasm 

•Taj Mahal 

•Janjeera 

•Kangan 

•Dhania-patti 

•Rozan 

•Meharki 

•Chanapatti 

•Baalda 

•Jora 

•Keel kangan 

•bulbul 

•sidhaul 

•ghas ki patti 

History of Chikankari 

Chikankari is an ancient from of white floral embroidery, intricately worked with needle and raw 

thread. Its delicacy is mesmeric. For centuries, this fine white tracery on transparent white fabric 

has delighted the heart of king and commoner alike. It is centered mainly in the northern 

heartland of india, namely Lucknow, the capital of a large state, called Uttar Pradesh. It has 

survived the loss of royal patronage, suffered deeply at the hands of commercialization, lost its 

way sometimes in mediocrity and yet stayed alive, is a tribute to the skill and will of the crafts 

persons who have handed down this technique from one generation to another. 



Today, This delicate form of embroidery is traditionally practiced in and around the city of 

Lucknow. 

Lucknow is a Lovely old city, a city of old gardens and palaces, fine architectural conceit 

mosques, temples and ageing monuments, a city so favoured by European travelers once upon a 

time, that it was popularly called the Constantinople of the East. Like Marseille, it has a great 

deal of historicity. It is synonymous with architectural elegance, cultural finesse, social warmth 

and anenduring love for gracious living. 

Lucknow also has the distinction of being today, the cusp of a very beautiful, very aesthetic form 

of white floral embroidery, unique to this geographical location.Chikankari has been practiced in 

Lucknow for almost more than two hundred years. But it did not originate in Lucknow. It 

flourished in the Mughal Court at Delhi in the 16th and 17th centuries. When the Mughal Court 

disintegrated the artisans scattered across the country. Some of them came and settled in Awadh. 

They brought this craft with them and gave it roots. 

The origins of chikan are shrouded in mystery and legend. Some historians opine, that chikan is a 

Persian craft, brought to the Mughal Court of the Emperor Jahangir by his beautiful and talented 

consort Mehrunissa. The queen was a talented embroiderer and she so pleased the king with this 

ethereal, white floral embroidery that it was soon given recognition and royal patronage. 

Workshops were established wherein this embroidery was practiced and perfected. 

The word 'chikan‘ is probably a derivative from the Persian word ‗chikin‘ or 'chikeen' which 

means a kind of embroidered fabric. In all probability the word chikan is used for the white floral 

embroidery that Mehrunnissa brought with her from Persia. This form of embroidery became 

very popular with the king and his nobles and was embroidered on the finest Daccai.Mulmuls or 

muslin garments which were most appropriate for the hot, tepid climate of Delhi. There are some 

very fine Mughal miniatures that depict the Emperor Jahangir in white flowing muslim garments. 

Historians believe this could be chikan. After the decline and fall of the Mughal court, the 

artisans and craftsmen scattered across the length and breadth of India. Some settled in west 

Bengal, so for some time chikan flourished in Calcutta, though it is no longer practiced there. 

Some fled to the Northern state of Awadh and settled in the royal courts of the descendents of 

Burhan ul Mulk a Persian nobleman, who had found favour with the last Mughal king, Bahadur 

Shah and was appointed as the governor of Awadh. 

There are, however, other opinions on the origin of chikan craft. According to one historians, 

there is evidence of embroidered muslin apparel depicted in the famous paintings in the Bagh 

and Ajanta caves dating back to the 9th century A.D. He suggests that this could be early trace of 

the presence of chikan. Kamala Devi chattopadhyaya opines that chikan can be dated back to the 

time of king Harsha, who is said to have had ― a great fondness for white embroidered, muslin 

garments, but no colour, no ornamentation, nothing spectacular to embellish it.‖ Bana, a 

contemporary of king Harsha refers to this skillfully embroidered white muslin. We would like 



to believe that this form of embroidery was chikan but cannot say it with certainity. 

Megasthenes, dating back to the 3rd century B.C has written of the use of ‗flowered muslin‘ by 

the Indians in the court of Chandragupta Maurya. It could have been chikan. We are not sure. 

Dr. Rahul shukla in his book on the Taj Mahal, entitled Art Beyond Time, talks about chikan as 

being an offshoot of the Taj. This is very likely because, chikan motifs show a strong influence 

of the motifs and screens (jaalis) present in the Taj Mahal. ‗At present, the Taj motifs are freely 

used in Lucknow‘s chikan work and most of its glory springs form the Taj pitra dura.‘ The 

Persian fondness for floral patterns greatly influenced the Mughal rulers who adopted these 

patterns in their architecture, their paintings and even their garments. The Indian artists used 

more flowing designs rather than the stiffly formal Persian styles. Sheila Paine feels that ‗the 

floral designs of chikan share the same heritage.‘ 

Chikankari used the finest of white cotton fabric called muslin or mulmul. A great deal of muslin 

was produced in and exported from Bengal. Dacca was the main region where cotton was 

cultivated due to the high humidity of the region, which prevented the delicate thread from 

breaking on contact with the air. The cotton spun was very white since the Brahmaputra and the 

ganges Rivers have bleaching properties. The chikan workers in Bengal used this fine muslin for 

embroidery. 

The basic stitches are six in number and all except one are common to other forms of 

embroidery.  

1) Tepchi is a long running or darning stitch worked with six strands on the right side of the 

fabric taken over four threads and picking up one. Thus, a line is formed. It is used principally as 

a basis for further stitchery and occasionally to form a simple shape.  

2) Bakhiya, double back or shadow stitch in chikan work is done from the wrong side of the 

fabric and the design is rendered in the herringbone style. The shadow of the thread is seen 

through the cloth on the right side.  

3) Hool is a fine detached eyelet stitch. Herein, a hole is punched in the fabric and the threads are 

teased apart. It is then held by small straight stitches all round and worked with one thread on the 

right side of the fabric. It can be worked with six threads and often forms the center of a flower.  

 

4) Zanzeera is a small chain stitch worked with one thread on the right side of the fabric. Being 

extremely fine, it is used to finally outline the leaf or petal shapes after one or more outlines have 

already been worked.  

5) Rahet is a stem stitch worked with six threads on the wrong side of the fabric. It forms a solid 

line of back stitch on the right side of the fabric and is rarely used in its simple form but is 

common in the double form of dohra bakhiya as an outlining stitch.  



6) Banarsi stitch has no European equivalent and is a twisted stitch worked with six threads on 

the right side of the fabric. Working from the right across about five threads a small stitch is 

taken over about two threads vertically. The needle is reinserted halfway along and below the 

horizontal stitch formed and is taken out about two threads vertically on the right above the 

previous stitch.  

7) Khatau is similar to Bakhia, but finer and is a form of applique. In Khatau, the design is 

prepared on calico material. That is placed over the surface of the final fabric and then paisley 

and floral patterns are stitched on to it.  

8) Phanda and Murri are the forms of stitches used to embroider the centre of the flowers in 

ordinary chikan work motifs. They are typically French knots, with murri being rice-shaped and 

phanda millet-shaped.  

9) Jali stitch is the one where the thread is never drawn through the fabric, ensuring that the back 

portion of the garment looks as impeccable as the front. The warp and weft threads are carefully 

drawn apart and minute buttonhole stitches are inserted into the cloth.  

10) Turpai and Darzdari are also significant stitches in chikan work. Turpai should have an effect 

of a thin thread. Darzdari have several varieties, the popular ones are Kohidarz, Kamal darz, 

Shankarpara darz, Muchii and Singbhada darz.  

11) The various other types of legendary chikankari stitches are: Pechani, Bijli, Ghaspatti, 

Makra, Kauri, Hathkadi, Banjkali, Sazi, Karan, Kapkapi, Madrazi, Bulbul-chasm, Taj Mahal, 

Janjeera, Kangan, Dhania- patti, Rozan, Meharki, Chanapatti, Baalda, Jora, Keel kangan, bulbul, 

sidhaul, ghas ki patti etc.  

12) Drifting apart from the original pristine setting, the tone-on-tone embroidery is in vogue 

these days. The significant use of beads, sequin and mokaish (white flat silver strip embroidery) 

have gained wide acceptance.  

Fabric  

In addition to the white base fabric, colored fabrics and threads are also used. Silk and cotton 

threads are employed for embroidery work on sarees, dupattas, table linen and kurtas. Cotton 

being the most preferred choice, chikankari is also done on mulls, muslins, voiles, organzas and 

polyester. Some more include: chiffon, viscose, georgette, polyester georgette, cotton crepe and 

net. The designs change every other month, as per the market trends, with colors that perfectly 

match with the season. 

Chikankari ( Chikan hand embroidery) is a delicate and artfully done hand embroidery on a 

variety of textile fabric like muslin, silk, chiffon, organza, net etc. Though it originated as a court 

craft, today it is a practiced tradition and an important commercial activity. White thread is 

embroidered on cool, pastel shades of light muslin and cotton garments.Now a days chikan 



embroidery is also done with coloured and silk threads in different colours to meet the recent 

fashion trends and keep chikankari trendy with fashion. Lucknow is the heart of the Chikankari 

industry today (Lucknawi chikan).  

Design 

A design is conceptualized the designers for the complete piece viz a saree, a top . a sherwani 

etc. At the time of deciding the design various motifs and their placements are finalized, to get 

that complete effect on the final apparel.Engraving 

These design patterns is then engraved on a wooden block or at times sketching it manually. 

There are thousands of pre made blocks / motifs already available and the new ones are designed 

from time to time to meet the new fashion demands. 

Block Printing 

Once the block is ready then the printing is done on the fabric. Printing is carried out by the use 

of wooden blocks dipped in dyes like neel and safeda to make a pattern. 

Embroidery 

The printed fabric then reaches the craftsmen who get to work with the cloth stretched by a 

wooden frame or Karchop. They do the enriching embroidery using a variety of stitches. These 

stitches are done on the same pattern which are engraved on the fabric by block printing. 

Washing & finishing 

After the embroidery, the fabric reaches the laundry and is thoroughly washed and given the 

finishing touches. This includes bleaching, acid treatment, stiffening or starching and ironing.  

Bead and Sequin work 

In recent times a lot of bead and sequin work has also been added as an additional process in 

making the final apparel The art of chikankari, today is flourishing and enriches both the 

domestic and export market. It is used in casual as well as elite formal couture dressing  

Motifs are wooden blocks which are used with due to make imprints on fabric on which finally 

the chikan embroidery is done. Most of patterns used in the motifs used in chikankari are floral 

and have a Mughal art association in it. There are thousands of Motif designs which ultimately 

produces millions of design patterns on the final apparel. These motifs are printed in running 

pattern with different dye. To conceptulaize the entire design of the apparel a careful selection of 

motifs is done. If there be a need a specific form of motif can be produced based on requirement. 

 

  



Chapter – 10 

Phulkari 

Phulkari, a rural tradition of handmade embroidery, literally meaning " flower work ", was 

perpetuated by the women of Punjab (North-west India & Pakistan) during the 19th century and 

till the beginning of the 20th century. 

Even though the textile industry today, is imitating this art with the help of machines, phulkari 

work has almost disappeared in its original form, due to the partition of India and Pakistan in 

1947, which had a dramatic impact on the divided Punjab, as well as the obvious socio-

economical reasons (schooling, lack of interest for manual work, profitability, 

industrialization...). 

Probably brought to the Indian Subcontinent by the migrant Jat people of Central Asia in ancient 

times, phulkari was a part of every important moment of local life (weddings, birth, religious 

functions...). 

Generally fabricated by a family for its own use, the fact of having completed a phulkari 

signified an important step for a girl on her way to becoming a woman. 

Techniques and patterns were not documented but transmitted by word of mouth. Hence, each 

regional group was identifiable by its unique embroidery work. 

The word phulkari usually indicates the shawl that was loomed and embroidered to cover 

women's heads or to be displayed in a gurudwara (Sikh temple). 

This tradition was often associated with the Sikh heritage but as it was also shared with Hindus 

and Muslims, it happens to be more geographically specific than religiously specific. 

Threads 

Embroidery work was invariably made on a plain cotton fabric (khaddar) whose thread was 

manually spinned, loomed and dyed with natural pigments. 

Its quality was evaluated according to the fineness and regularity of its surface. 

Khaddar could be of four colours, white being given to mature women or widows while red was 

associated with youth and was by far the most widespread tone. It is noteworthy that the most 

ancient fragments of red dyed (using madder) cotton fabric were found in Punjab and would date 

back to Harappa Civilization (Age of Bronze). 

Black and blue colours were kept for everyday worn shawls as they prevented from revealing 

stains and dirt. 



The complete khaddar was always made of two or three stripes which were approximately 50cm 

wide. Depending on the region, these stripes were sewed before or after the embroidery work. 

It seems that, in West Punjab (Pakistan), the joining was done afterwards. This explains the 

slightly distorted designs that can be found at times on some pieces of this origin. 

It is important to notice that Punjab, known for its cotton cultivations, was a very appropriate 

area for a local production of khaddar. 

The embroidery was made on the wrong side of the khaddar with a thread of floss silk called pat. 

Most of the time brought from Afghanistan, Bengal or China by itinerant dealers who were 

selling it by weight, this silk was quite costly and, for this reason, it has pushed the punjabi 

women to embellish the fabric on its visible side only in order to save as much silk as possible. 

Rural life was regulated by its agriculture and, periodically, men were going the markets of  big 

cities to sell their crops. It is only when they had earned enough money to buy the essential 

products for their family that they were allowing themselves to get, for a high price, few skeins 

of pat that they would offer to their wives. 

Pat was red-coloured to symbolize passion, white for purity, golden or yellow for desire and 

abundance, green for nature and fertility, blue for serenity, purple for a symbiosis between red's 

energy and blue's calm, orange for a mix of desire and divine energy. 

However, even if symbolism was playing an important role, these colourful harmonies were also 

composed according to the embroiderer's taste. 

Embroidery 

A phulkari was at times made by one woman and at times by several ones who could even work 

simultaneously on different parts or stripes of khaddar. 

As written before, these pieces were usually made by the family of the bride. However, as in the 

rich families a dowry could include several dozens of phulkari, some professional embroiderers 

were occasionally employed. 

The choice of patterns was partly driven by the social class of the bride. 

For instance, some flowers designs in cluster stitch were only worn by the low class families 

while the high class would prefer flowers made with darning stitch. 

Most of the time, patterns to be embroidered were not drawn on the fabric beforehand, the 

embroiderer had to count each thread of the khaddar with meticulous care to build her designs. 

It is important to realise that a shift of one thread in the counting would have a visible impact on 

the final result... 



As it was easier to count the threads of a light coloured khaddar than of a dark one, it happened 

sometimes that the fabric was dyed only after the embroidery work was achieved, thanks to 

certain preparations that would colour cotton but not silk. 

If the fact of using floss silk was providing beauty to these pieces, it was also a heavy 

complication added to the artists' task as this brittle and inhomogeneous material was not easy to 

lead through the khaddar without creating clusters and knots. 

As in most of the oriental countries, the embroidery work was always done pointing the needle's 

tip to the opposite of the embroiderer. This gesture, as well as the energy that was injected into 

the work, had to come from the heart and go towards others. 

Darning stitch was the most commonly used technique to make phulkari and the quality of a 

piece could be measured according to the width of this stitch. The narrowest was the stitch, the 

finest was the piece. 

In order to create an unusual design or to border the khaddar, some other stitches like the 

herringbone stitch, running stitch, Holbein stitch or button hole stitch were occasionally used. 

Bagh, " the garden " 

When the embroidery work was covering the whole surface of the khaddar the phulkari was 

called a bagh ("garden"). 

The making of a bagh was requiring so much talent and patience (sometimes more than a year) 

that it was kept for very special occasions. 

Furthermore, the quantity of pat needed to achieve such a piece was implying big expenses and 

thus was a way for families to display their wealth. 

From a historical point of view, it seems that bagh only appeared after the time people became 

passionate for phulkari in the second half of the 19th century. 

Bagh could be considered as a technical culmination in the art of phulkari fabrication. 

Pat's most commonly used colours in the making of bagh were gold and silvery-white, these 

tones being a reminiscence of Punjab's wild flowers and cereal fields but also of the jewels 

women were wearing under their bagh. 

Some major types of Phulkari & Bagh    

Thirma 

This phulkari from the north of Punjab, shared by Hindu and Sikh traditions and very appreciated 

by collectors is identified by its white khaddar called thirma, symbol of purity. 



As a symbol of purity, thirma was often worn by elder women and widows but, at times, this 

choice of white coloured khaddar was also made for esthetical reasons. 

The pat was generally chosen in a range of bright pink to deep red tones. 

Cluster stitched flowers, wide triangles covering the forehead as well as chevron darning stitch 

surfaces were very common thirma patterns. 

Darshan Dwar 

Darshan Dwar, that can be translated as "the gate through which God can be seen", unlike other 

phulkari was not made for a person but for a temple as an offering to thank the gods after a wish 

had been fulfilled. 

For this reason, while a dowry could contain dozens of phulkari, darshan dwar has never been 

made in big quantities. 

Like other figurative pieces (e.g. Sainchi phulkari, see the next paragraph) this particular kind of 

phulkari was made in east Punjab, a mostly non-Islamic area which allowed the development of 

a broad variety of human and animal representations. 

Sainchi Phulkari 

Sainchi phulkari are figurative pieces narrating the life in the villages of south east Punjab. 

Local animals (goats, cows, elephants, big cats, scorpions, peacocks,...) are represented moving 

among wrestlers, farmers, weavers, etc. 

Train is also often displayed on sainchi phulkari, this means of transportation, brought by the 

British in the second half of the19th century, having had a big impact on local populations' life. 

Beyond their aesthetic value, sainchi phulkari can be compared to our nowadays media as they 

depict the ways of life, interests and environment of the old time rural people of Punjab. 

In addition, they were produced in a relatively small area (Firozpur and Bhatinda districts) and 

required high embroidery skills. These are all the reasons why they became so appreciated by 

collectors and occupy a very unique position among the different varieties of phulkari. 

Vari-da-bagh 

("Vari": gift offered to the bride by her in-laws) 

This bagh was gifted to the bride by her in-laws when she was entering their house, her new 

home, on the wedding day. 



It is an exceptional fact as all the other phulkari were part of her dowry and, thus, were provided 

by her own family. 

Vari-da-bagh is always made on an orange-reddish khaddar and, except for its border and 

sometimes a small decoration, it is always embroidered on its whole surface with a single golden 

or orange coloured pat. 

This bagh's main pattern is a group of three or four small concentric lozenges of growing size 

included in each other. Despite the fact that only one colour of pat is used, these lozenges are 

easily revealed by the reflections of light. The outer one symbolizes the Earth, the next one the 

city and the third one the familial house. It happens that this last lozenge is split into four smaller 

ones probably symbolizing the parents of the groom and the newly married couple. 

The bride was wrapped in this bagh by her mother in law when she was receiving the keys of her 

new house, thereby meaning that the bride was becoming responsible for the maintenance of the 

house. 

Bawan Bagh (or Bawan Phulkari) 

"Bawan" means " fifty-two " in Punjabi and refers to the mosaic of fifty-two different patterns 

which decorate this piece (the number of patterns can be at times more or less than 52). 

Bawan bagh (or phulkari) was in fact a display of samples used by professional embroiderers to 

show their skills and the patterns they could provide to their clients. 

This explains why bawan bagh (or phulkari) is the rarest of all the bagh and phulkari. 

Chope 

The bride's maternal grandmother (Nani) was starting chope's embroidery as soon as her 

granddaughter was born. Instead of the common darning stitch, she was using the Holbein stitch 

which has the specificity of creating the same design on both the sides of the khaddar. This can 

be interpreted as the grandmother's wish to make her granddaughter equally happy in her life and 

after her death, on the two sides of her existence. 

Chope was made to wrap and dry the bride after the ritual bath she was having before her 

wedding, for this practical reason chope is bigger than other phulkari. 

Its khaddar was invariably dyed in red or orange colour, symbol of passion and happiness. It is 

worth noticing that chope was never bordered so that this happiness could be unlimited... 

Pat was always chosen in golden tones to express desire and wealth. 

The Patterns were big triangles symmetrically distributed on the two sides of the chope's 

longitudinal axis. They were maybe symbolizing male and female principles separated by a 



distance expressing the fact that the wedding's night had not taken place yet and, thus, that the 

bride and groom had not had physical intimacy. On another hand these triangles could also 

represent stylized peacocks. 

As well as in other phulkari, some mistakes were voluntarily introduced into the embroidery 

work in order to protect the bride from the evil eye ("nazar"). Indeed a perfect piece could have 

attracted others' jealousy. 

This principle of keeping others' envy away showing imperfections is found in many oriental 

traditions. In India, for instance, some black round spots are often drawn on babies faces for this 

purpose. 

Sometimes, chope was also used to cover and hide the bride's dowry, making it invisible to 

jealous minds and thus keeping the nazar away. 

Surajmukhi 

Surajmujkhi, the sunflower, refers to the main pattern of this phulkari. 

From a technical point of view this type of phulkari is unique as it is the only one that mixes in 

comparable proportions Holbein stitch (used to make chope phulkari) and the regular darning 

stitch. 

Kaudi Bagh 

Among their patterns, these bagh include chains of small white squares representing stylized 

cowries. Used as currency in the old times these shells have now lost all of their value and using 

them as ornaments has thus become a sign of humility. 

From another point of view, the shape of these shells can remind of female genitals and make 

them become symbols of fertility. Kaudi phulkari were often worn by women wanting to 

increase their chance to become pregnant 

Panchranga Bagh 

Meaning "Five colours", this bagh is decorated with chevrons of five different colours. In The 

same way, similar pieces like satranga ("Seven colours") bagh are also available. 

Meenakari Bagh (or "Ikka Bagh") 

This bagh, often made of gold and white coloured pat, is decorated with small multicoloured 

lozenges referring to enamel work (meenakari) or to "diamond" playing cards' suit. 

Phulkari today 



Phulkari and bagh displayed in collections are mostly 50 to 150 years old. They had been bought 

for a few rupees or exchanged against kitchen utensils in villages of Punjab, years back, by local 

intermediaries and then sold to dealers in big cities like Delhi or Peshawar. 

Some associations have been trying hard to keep this art alive but nowadays phulkari are almost 

exclusively industrially made. They are available in cloth markets of Punjab's big cities (Patiala, 

Amritsar...) along with embroidered kurtas and cushions. 

The fact that this tradition in its original form is now almost over, that Punjab's villages have 

been washed out of their best pieces and that the information on phulkari's value in the 

occidental market is now easily available all over the World through the Internet, has increased 

the prices of  fine phulkari and bagh in very big proportions. 

These pieces have now almost totally moved from villages to collectors and museums like Quai 

Branly or V&A. 

 

 

 

  



Chapter - 11 

Bandhani 

Bandhani is a type of tie-dye practiced mainly in the states of Rajasthan and Gujarat, India. The 

term bandhani is derived from theSanskrit word banda ("to tie"). Bandhani is also known as 

Bandhej or Tie Dye or Bandhni or Bandana, etc. as per the regional pronunciation. 

Overview 

The art of Bandhani is highly skilled process. The technique involves dyeing a fabric which is 

tied tightly with a thread at several points,thus producing a variety of patterns like Leheriya, 

Mothra, Ekdali and Shikari depending on the manner in which the cloth is tied. The main colours 

used in Bandhani are yellow, red,blue, green and black. Bandhani work, after the processing is 

over, results into a variety of symbols including, dots, squares, waves and strips. Bandhani pieces 

can be dyed by natural and artificial colors. 

The main colours used in Bandhani are natural. In fact all colours in bandhani are dark, no light 

colour is used, and the background is mostly in black / red cloth. 

The Bandhani work has been exclusively carried out by the Khatri community of Kutchh. A 

meter length of cloth can have millions of tiny knots known as "Bheendi" in the local language 

("Kutchhi"). Four bheendis are known as a "Kadi". These knots form a design once opened after 

dyeing in bright colors. Traditionally, the final products can be classified into "khombhi", "Ghar 

Chola", "Patori", "Chandrokhani" etc. 

Bhuj and Mandvi of Kutch District of Gujarat State in India are well known for the finest quality 

of bandhani. 

Saurashtra region of Gujarat state in India are also known for the Bandhani work but the taste of 

bandhani is different from other district. 

Bandhani work is also done in Rajasthan state but having different types of colors and designs 

than the Kutch and Saurashtra of Gujarat. In Bandhani, different colors convey different 

meanings. While red represents a bride, a yellow background suggests a lady has become a 

mother recently. 

The history of dyeing can be dated back to pre-historic times. This art finds its mentions in the 

Alexander the great time texts about the beautiful printed cottons of India. As per evidences in 

Historical Texts, the first Bandhani saree was worn at the time of Bana Bhatt`s Harshacharita in 

a royal marriage. It was believed that wearing a Bandhani saree can bring good future to a bride. 

Ajanta walls stand for the evidences of these Bandhani sarees. The dyers have experimented with 

the use of different elements both natural and man made for ages. Also there are experiments 

with different binding/tying techniques to create patterns on cloth immersed in containters of 



dye. Different types of tie and dyes have been practiced in India, Japan, and Africa for centuries. 

Tie-dye became fully developed in China during the T`ang dynasty (618-906 A.D.) and in Japan 

during the Nara period (552-794 A.D.) 

The term `Bandhani` is derived from the word `Bandhan` that means tying up. It is an ancient art 

practise that is mainly used in the state of Rajasthan and Gujarat. Some 5000 years ago Indian 

Tie & Dye or Bandhani was started. Places in Rajasthan like Jaipur, Sikar, Bhilwara,Udaipur, 

Bikaner, Ajmer, andJamnagar in Gurjarat are the well known centres producing odhnis, sarees 

and turbans in Bandhani. Different communities in Rajasthan have for ages followed the 

tradition on tying turbans with different patterns of bandhani on their heads. These were used to 

identify which community the person belonged to.In the early days dyes were extracted from 

roots, flowers, leaves, and berries. 

Bandhani work in India was started by the Muslim Khatri Community of Kutch. The tradition 

has passed from one generation to the other. The art of Bandhani is highly skilled process. The 

technique involves dyeing a fabric which is tied tightly with a thread at several points , thus 

producing a variety of patterns like Leheriya, Mothra, Ekdali and Shikari depending on the 

manner in which the cloth is tied. The final products are known with various names like Khombi, 

Ghar Chola, Patori and also Chandrokhani etc. 

Steps involved : 

The area dyed is outlined using fugitive colours. Then place a transparent thin sheet of plastic, 

which has pin holes over this area of the fabric and using fugitive colours transfer an imprint of 

the desired pattern onto the fabric. 

The artisans then pulls on a small area of the fabric where there is an imprint of hole and winds 

thread tightly around the protruding cloth to form a knot or bhindi. The thread generally used is 

nylon thread. 

After tying the knots the fabric is thoroughly washed to remove the imprint. The cloth is then 

dipped in napthol for five minutes and dyed in yellow or another light color for two minutes. 

Next it is rinsed, squeezed, dried and then tied again and dipped in a darker color. This is kept for 

three to four hours (without opening the knots) to allow the color to soak in. During this process 

the small area beneath the thread resists the dye leaving an undyed dot. This is usually carried 

out in several stages starting with a light color like yellow, then after tying some more knots a 

darker color is used and so on. 

After the last dyeing process has been completed the fabric is washed and if necessary, starched. 

After the fabric is dried, its folds are pulled apart in a particular way releasing the knots and 

revealing their pattern. The result is a usually deep colored cloth with dots of various colours 

forming a pattern. 



Very elaborate motifs are made, in tie and dye work. These include flowers, creepers, bells and 

jalas. Knots are placed in clusters each with a different name, for example, a single dot is called 

Ekdali, three knots is called Trikunti and four knots is called Chaubundi. Such clusters are 

worked intricately into patterns such as Shikargah (mountain‐like), Jaaldar (web‐like), Beldaar 

(vine‐like) etc. 

Some of the most common designs are 

•Dungar Shahi - the mountain‐pattern 

•‗Chaubasi‘ - in groups of four 

•Tikunthi - circles and squares appear in a group of three 

•Satbandi - in groups of seven 

•Ekdali - a dot 

•Boond - a small dot with a dark centre 

•Kodi – tear or drop shaped 

•Laddu Jalebi (after the name of Indian Sweets) - the swirling 

 

Rajasthan is well known for its Leheriya pattern or pattern of waves, which symbolizes water 

waves. Only two colours are used which alternate each other in a pattern of stripes arranged 

diagonally. Originally, the two colours used were the auspicious colours of yellow and red. The 

dominant colours in Bandhani are bright like yellow, red, green and pink. Maroon is also an 

all‐time favourite. The Bandhani fabric is sold with the points still tied and the size and intricacy 

of the design varies according to the region and demand. 

In Bandhani, different colors convey different meanings. While red represents a bride or recently 

married girl, a yellow background suggests a lady has become a mother recently. Also, the 

colours and patterns indicate the community the girl belongs. 

Dyed Textile- Popular Dyes  

Vat Dyes 

Vat dyes are an ancient class of dyes based on the original natural dye, indigo, which is now 

produced synthetically.Cotton, wool, as well as other fibers, can be dyed with vat dyes.   

Direct Dyes 



Also known as hot water dyes, direct dyes can be used with hot water and require no binding or 

exhausting agents. They are convenient but lack in color fastness and wash fastness. They are 

used on cotton, wool, silk and nylon. The colors of direct dyes are duller than those provided by 

reactive dyes. They can be found in powder form as well as in the form of a liquid concentrate. 

They do not require any form of 'fixing'. 

Procion Dyes 

Procion fiber reactive dyes are specially formulated for cellulose fibers like cotton, linen and 

rayon. They also work well on silk. They are considered 'cold water'" dyes making them great for 

solar dyeing, tie and dye and batik. As for the auxiliary chemicals, all you need is salt and soda 

ash. Synthrapol is optional but very helpful for rinsing out excess dye. Procion fiber reactive 

dyes can also be used on protein fibers but different auxiliaries are needed and the dye bath must 

be simmered. 

Bandhani and city Of Wadhwan 

City of Wadhwan is situated in Surendranagar district of Gujarat. Wadhwan produces largest 

amount of Bandani materials in  Gujarat. The Bandhani products of Wadhwan are affordable to 

common people. 75% of Wadhwan population is engaged in this business in one or the other 

way. Business of Bandhani was started in wadhwan by the Brahmkshtriya (Khatri) community 

and still most of the brahmkshtriyas are involved in this business. Now days other communities 

are also getting involved in this business. Main  

reason for this is that Wadhwan‘s bandhani is famous in Gujarat and in other parts of India. 

Water of Wadhwan is one of the key reason for the development of this business here. Wadhwan 

is also the place where the Bandhani was born. Wadhwan‘s soil was also a reason for 

development of this business. In olden days when colours where made from the natural elements 

the soil of Wadhwan had widest range of colours available at that time. Later with time, due to 

modernization and competition now they do not use the natural colour any more. The bandhani 

of Wadhwan was so famous that other royal families of the state and country also use to buy 

bandhani from Wadhwan. Surendranagar produces high amount of quality cotton, so good 

quality cloths were also available here. Because of these reasons Wadhwan and It‘s Bandhani are 

famous. 

Bandhani 

The process of making Bandhani includes several stages like Cutting cloths, Farma making, 

Transferring Design on Cloths with the help of farma, Bandehj, Colouring, removing Bandehj, 

Drying, Removing the final bandhej, Delivery to The wholesaler & then Packinge. If it‘s two or 

more colour Bandhani then it needs a  



bandej and colouring again. The name Bandhani comes from the word Bandhej which means 

tying in Gujarati. The whole piece of cloth is tied according to design and then it is coloured. In 

Further report I will explain whole process in detail.  

Cutting cloth 

Wholesaler buys the cloth from the market and sends it to the person who transfers the design on 

the cloths. As soon as cloths arrives this person, cut the cloth according to the design. Since 

Bandhani is a textile pattern one can make Panjabi Dress as well as Saree from bandhani. So the 

cloth is cut according to the kind of the dress it will be. The cloth from the wholesaler comes in 

different sizes of width and length according to their requirement. The person who cuts the cloth 

he is the one who transfers design on the cloth. Hence after cutting he sits to transfer the design 

through Farma. 

Tying 

Though the process is simple but it is very time-consuming. The tying of the fabric is mostly 

carried out by women or young girls. 

Tracing 

The area of the fabric to be dyed is outlined using fugitive colors. Then a clear thin sheet of 

plastic, which has been pierced with pin holes, is kept over this area of the fabric and using 

fugitive colours an imprint of the desired pattern is transferred onto the fabric. 

Knoting 

The craft person then pulls on a small area of the fabric where each hole is placed and winds 

thread tightly around the protruding cloth to form a knot or bhindi. The thread generally used is 

nylon thread. 

Washing  

After tying the knots the fabric is thoroughly washed to remove the imprint 

Dying 

The cloth is then dipped in napthol for five minutes and dyed in yellow or another light color for 

two minutes. Next it is rinsed, squeezed, dried and then tied again and dipped in a darker color. 

This is kept for three to four hours (without opening the knots) to allow the color to soak in. 

After Bandej for Colour is done it goes for colour. It is not necessary that  every piece of design 

has Bandhej for Colour. Some might have only design Bandhej. These kind of cloth directly goes 

for colour. Again colours are decided by the person who has designed it. In olden days the 



colours used were natural colours but now a days they use artifical colours. For making this 

colour they use below listed materials. This combination can colour around 40 pieces of cloth: 

Colour - 350 gm 

Alum - 350 gm. 

Sodium- 175 gm 

Powder - 50 gm 

Sulphate Sodium - 50 gm 

Water - until it mixture become paste 

Acid - 150 gm 

Once the colour is made then they dip cloths into it for around 1 -1.5 minutes per cloth. Then it 

goes for drying. This process is used when base colour is light and the colour which will now be 

added is dark. If it  

is other way round they have to do another process which is called ‗wet colouring‘. In that 

materials are same but it is done on the stove. After colour it goes for Drying or for removing 

Bandhej. 

Drying 

The drying is done on the terrace. Drying takes some time depending upon the weather 

conditions. In  

monsoon it takes around 1.5-2 days to dry while in summer it takes only 4-5 hours. In winter it 

takes around 6-7 hours for drying. After Drying if there is more bandhej required, then it goes for 

bandhej through wholesaler or through the colour person depending upon the deal. If there is no 

more requirement of any Bandhej then it directly goes to wholesaler and wholesaler sends it to 

retailer. In between this sometime Deknoting of bandhej happens depending upon design. Small 

amount of deknoting happens at retailer‘s end. Wholesaler never does anything. Last process of 

the bandhni is Deknoting and Packing. 

Finishing 

During this process the small area beneath the thread resists the dye leaving an undyed dot. This 

is usually carried out in several stages starting with a light color like yellow, then after tying 

some more knots a darker color is used and so on.  

After the last dyeing process has been completed the fabric is washed and if necessary, starched. 

After the fabric is dried, its folds are pulled apart in a particular way releasing the knots and 



revealing their pattern. The result is a deep colored cloth with dots of various colors forming a 

pattern. 

 

  



Chapter - 12 

Natural textile dyes 

Natural dyes are dyes or colorants derived from plants, invertebrates, or minerals. The majority 

of natural dyes are vegetable dyes from plant sources –roots, berries, bark,leaves, and wood—

and other organic sources such as fungi and lichens. 

Archaeologists have found evidence of textile dyeing dating back to the Neolithic period. In 

China, dyeing with plants, barks and insects has been traced back more than 5,000 years.The 

essential process of dyeing changed little over time. Typically, the dye material is put in a pot of 

water and then the textiles to be dyed are added to the pot, which is heated and stirred until the 

color is transferred. Textile fibre may be dyed before spinning ("dyed in the wool"), but most 

textiles are "yarn-dyed" or "piece-dyed" after weaving. Many natural dyes require the use of 

chemicals called mordants to bind the dye to the textile fibres; tannin fromoak galls, salt, natural 

alum, vinegar, and ammonia from stale urine were used by early dyers. Many mordants, and 

some dyes themselves, produce strong odors, and large-scale dyeworks were often isolated in 

their own districts. 

Throughout history, people have dyed their textiles using common, locally available materials, 

but scarce dyestuffs that produced brilliant and permanent colors such as the natural invertebrate 

dyes, Tyrian purple and crimson kermes, became highly prized luxury items in the ancient and 

medieval world. Plant-based dyes such as woad (Isatis tinctoria), indigo, saffron, and madder 

were raised commercially and were important trade goods in the economies of Asia and Europe. 

Across Asia and Africa, patterned fabrics were produced using resist dyeing techniques to 

control the absorption of color in piece-dyed cloth. Dyes such as cochineal and logwood 

(Haematoxylum campechianum) were brought to Europe by the Spanish treasure fleets, and the 

dyestuffs of Europe were carried by colonists to America. 

The discovery of man-made synthetic dyes in the mid-19th century triggered a long decline in 

the large-scale market for natural dyes. Synthetic dyes, which could be produced in large 

quantities, quickly superseded natural dyes for the commercial textile production enabled by the 

industrial revolution, and unlike natural dyes, were suitable for the synthetic fibres that followed. 

Artists of the Arts and Crafts Movement preferred the pure shades and subtle variability of 

natural dyes, which mellow with age but preserve their true colors, unlike early synthetic 

dyes,[1] and helped ensure that the old European techniques for dyeing and printing with natural 

dyestuffs were preserved for use by home and craft dyers. Natural dyeing techniques are also 

preserved by artisans in traditional cultures around the world. 

In the early 21st century, the market for natural dyes in the fashion industry is experiencing a 

resurgence. 



 Western consumers have become more concerned about the health and environmental impact of 

synthetic dyes in manufacturing and there is a growing demand for products that use natural 

dyes. The European Union, for example, has encouraged Indonesian batik cloth producers to 

switch to natural dyes to improve their export market in Europe. 

•Cellulose fibres: cotton, linen, hemp, ramie, bamboo, rayon 

•Protein fibres: wool, angora, mohair, cashmere, silk, soy, leather, suede 

Cellulose fibres require fibre-reactive, direct/substantive, and vat dyes, which are colourless, 

soluble dyes fixed by light and/or oxygen. Protein fibres require vat, acid, or indirect/mordant 

dyes, that require a bonding agent. Each synthetic fibre requires its own dyeing method, for 

example, nylon requires acid, disperse and pigment dyes, rayon acetate requires disperse dyes, 

and so on. The types of natural dyes currently in use by the global fashion industry include: 

Animal: 

•Cochineal insect (red) 

•Cow urine (Indian yellow) 

•Lac insect (red, violet) 

•Murex snail (purple) 

•Octopus/Cuttlefish (sepia brown) 

Plant: 

•Catechu or Cutch tree (brown) 

•Gamboge tree resin (dark mustard yellow) 

•Himalayan rubhada root (yellow) 

•Indigofera plant (blue) 

•Kamala tree (red) 

•Larkspur[disambiguation needed][clarification needed] plant (yellow) 

•Madder root (red, pink, orange) 

•Myrabolan fruit (yellow, green, black) 

•Pomegranate peel (yellow) 

•Weld herb (yellow) 



Origins 

Colors in the "ruddy" range of reds, browns, and oranges are the first attested colors in a number 

of ancient textile sites ranging from the Neolithic to the Bronze Age across the Levant, Egypt, 

Mesopotamia and Europe, followed by evidence of blues and then yellows, with green appearing 

somewhat later. The earliest surviving evidence of textile dyeing was found at the large Neolithic 

settlement atÇatalhöyük in southern Anatolia, where traces of red dyes, possible from ochre (iron 

oxide pigments from clay), were found. 

Polychrome or multicolored fabrics seem to have been developed in the 3rd or 2nd millennium 

BCE. Textiles with a "red-brown warpand an ochre-yellow weft" were discovered in Egyptian 

pyramids of the Sixth Dynasty (2345–2180 BCE). 

The chemical analysis that would definitively identify the dyes used in ancient textiles has rarely 

been conducted, and even when a dye such as indigo blue is detected it is impossible to 

determine which of several indigo-bearing plants was used. Nevertheless, based on the colors of 

surviving textile fragments and the evidence of actual dyestuffs found in archaeological sites, 

reds, blues, and yellows from plant sources were in common use by the late Bronze Age and Iron 

Age. 

Processes 

The essential process of dyeing requires soaking the material containing the dye (thedyestuff) in 

water, adding the textile to be dyed to the resulting solution (the dyebath), and bringing the 

solution to a simmer for an extended period, often measured in days or even weeks, stirring 

occasionally until the color has evenly transferred to the textiles. 

Some dyestuffs, such as indigo and lichens, will give good color when used alone; these dyes are 

called direct dyes or substantive dyes. The majority of plant dyes, however, also require the use 

of a mordant, a chemical used to "fix" the color in the textile fibres. These dyes are called 

adjective dyes. By using different mordants, dyers can often obtain a variety of colors and shades 

from the same dye. Fibres or cloth may be pretreated with mordants, or the mordant may be 

incorporated in the dyebath. In traditional dyeing, the common mordants are vinegar, tannin from 

oak bark, sumac or oak galls, ammonia from stale urine, and wood-ash liquor or potash 

(potassium carbonate) made by leaching wood ashes and evaporating the solution. 

We shall never know by what chances primitive man discovered that salt, vinegar 

fromfermenting fruit, natural alum, and stale urine helped to fix and enhance the colours of his 

yarns, but for many centuries these four substances were used as mordants. 

Salt helps to "fix" or increase "fastness" of colors, vinegar improves reds and purples, and the 

ammonia in stale urine assists in the fermentation of indigo dyes. Natural alum (aluminum 

sulfate) is the most common metallic salt mordant, but tin (stannous chloride), copper (cupric 



sulfate), iron (ferrous sulfate, called copperas) and chrome (potassium dichromate) are also used. 

Iron mordants "sadden" colors, while tin and chrome mordants brighten colors. The iron 

mordants contribute to fabric deterioration, referred to as "dye rot". Additional chemicals or 

alterants may be applied after dying to further alter or reinforce the colors. 

Textiles may be dyed as raw fibre (dyed in the fleece or dyed in the wool), as spun yarn(dyed in 

the hank or yarn-dyed), or after weaving (piece-dyed). Mordants often leave residue in wool 

fibre that makes it difficult to spin, so wool was generally dyed after spinning, as yarn or woven 

cloth. Indigo, however, requires no mordant, and cloth manufacturers inmedieval England often 

dyed wool in the fleece with the indigo-bearing plant woad and then dyed the cloth again after 

weaving to produce deep blues, browns, reds, purples, blacks, and tawnies.  

In China, Japan, India, Pakistan, Nigeria, Gambia, and other parts of West Africa andsoutheast 

Asia, patterned silk and cotton fabrics were produced using resist dyeingtechniques in which the 

cloth is printed or stenciled with starch or wax, or tied in various ways to prevent even 

penetration of the dye when the cloth is piece-dyed. Chinese ladao is dated to the 10th century; 

other traditional techniques include tie-dye, batik, Rōketsuzome,katazome, bandhani and leheria.  

The mordants used in dyeing and many dyestuffs themselves give off strong and unpleasant 

odors, and the actual process of dyeing requires a good supply of fresh water, storage areas for 

bulky plant materials, vats which can be kept heated (often for days or weeks), and airy spaces to 

dry the dyed textiles. Ancient large-scale dye-works tended to be located on the outskirts of 

populated areas, on windy promontories.  

Common dyestuffs 

Backside of loomedquillwork collected from anUpper Missouri tribe by theLewis and Clark 

Expedition, pre-1804. All natural dyes. Collection of the University of Pennsylvania Museum 

Reds and pinks 

A variety of plants produce red dyes, including a number of lichens, henna, alkanet or dyer's 

bugloss (Alkanna tinctoria), asafoetida and Rubia tinctorum. Madder (Rubia tinctorum) and 

related plants of the Rubia family are native to many temperate zones around the world, and have 

been used as a source of good red dye (rose madder) since prehistory. Madder has been 

identified on linen in the tomb of Tutankhamun and Pliny the Elder records madder growing near 

Rome. Madder was a dye of commercial importance in Europe, being cultivated in Holland and 

France to dye the red coats of military uniforms until the market collapsed following the 

development of synthetic alizarin dye in 1869. Madder was also used to dye the "hunting pinks" 

of Great Britain.  

Turkey red was a strong, very fast red dye for cotton obtained from madder root via a 

complicated multistep process involving "sumac and oak galls, calf's blood, sheep's dung, oil, 



soda, alum, and a solution of tin." Turkey red was developed in India and spread to Turkey. 

Greek workers familiar with the methods of its production were brought to France in 1747, and 

Dutch and English spies soon discovered the secret. A sanitized version of Turkey red was being 

produced in Manchester by 1784, and roller-printed dress cottons with a Turkey red ground were 

fashionable in England by the 1820s.  

Munjeet or Indian madder (Rubia cordifolia) is native to the Himalayas and other mountains of 

Asia and Japan. Munjeet was an important dye for the Asian cotton industry and is still used by 

craft dyers in Nepal. 

Puccoon or bloodroot (Sanguinaria canadensis) is a popular red dye among Southeastern Native 

American basketweavers. Choctaw basketweavers additionally use sumac for red dye. 

Coushattas artists from Texas and Louisiana used the water oak (Quercus nigra L.) to produce 

red.  

A delicate rose color in Navajo rugs comes from fermented prickly pear cactus fruit, Opuntia 

polycantha. Navajo weavers also use rainwater and red dirt to create salmon-pink dyes.  

Oranges 

Dyes that create reds and yellows can also yield oranges. Navajo dyers create orange dyes from 

one-seeded juniper, Juniperus monosperma, Navajo tea, Thelesperma gracile, or alder bark.  

Yellows 

Yellow dyes are "about as numerous as red ones", and can be extracted from saffron, 

pomegranaterind, turmeric, safflower, onionskins, and a number of weedy flowering plants. 

Limited evidence suggests the use of weld (Reseda luteola), also called mignonette or dyer's 

rocket before the Iron Age, but it was an important dye of the ancient Mediterranean and Europe 

and is indigenous to England. Two brilliant yellow dyes of commercial importance in Europe 

from the 18th century are derived from trees of the Americas: quercitron from the inner bark of 

oaks native to North America and fustic from the dyer's mulberry tree (Maclura tinctoria) of the 

West Indies and Mexico.  

In rivercane basketweaving among Southeastern Woodlands tribes in the Americas, butternut 

(Juglans cinerea) and yellow root (Xanthorhiza simplicissima) provide a rich yellow color. 

Chitimacha basket weavers have a complex formula for yellow that employs a dock plant (most 

likely Rumex crispus) for yellow. Navajo artists create yellow dyes from small snake-weed, 

brown onion skins, and rubber plant(Parthenium incanum). Rabbitbush (Chrysothamnus) and 

rose hips produce pale, yellow-cream colored dyes.  

Greens 



If plants that yield yellow dyes are common, plants that yield green dyes are rare. Both woad and 

indigo have been used since ancient times in combination with yellow dyes to produce shades of 

green. Medievaland Early Modern England was especially known for its green dyes. The dyers 

of Lincoln, a great cloth town in the high Middle Ages, produced the Lincoln green cloth 

associated with Robin Hood by dyeing wool with woad and then overdyeing it yellow with weld 

or dyer's greenweed (Genista tinctoria), also known as dyer's broom. Woolen cloth mordanted 

with alum and dyed yellow with dyer's greenweed was overdyed with woad and, later, indigo, to 

produce the once-famous Kendal green. This in turn fell out of fashion in the 18th century in 

favor of the brighter Saxon green, dyed with indigo and fustic. 

Soft olive greens are also achieved when textiles dyed yellow are treated with an iron mordant. 

The dull green cloth common to the Iron Age Halstatt culture shows traces of iron, and was 

possibly colored by boiling yellow-dyed cloth in an iron pot. Indigenous peoples of the 

Northwest Plateau in North America used lichen to dye corn husk bags a beautiful sea green.  

Navajo textile artist Nonabah Gorman Bryan developed a two-step process for creating green 

dye. First theChurro wool yarn is dyed yellow with sagebrush, Artemisia tridentata, and then it is 

soaked in black dye afterbath. Red onion skins are also used by Navajo dyers to produce green.  

Blues 

Blue colorants around the world were derived from indigo dye-bearing plants, primarily those in 

the genus Indigofera, which are native to the tropics. The primary commercial indigo species in 

Asia was true indigo (Indigofera tinctoria). India is believed to be the oldest center of indigo 

dyeing in the Old World. It was a primary supplier of indigo dye to Europe as early as the Greco-

Roman era. The association of India with indigo is reflected in the Greek word for the dye, 

which was indikon (ινδικόν). The Romans used the term indicum, which passed into Italian 

dialect and eventually into English as the word indigo.  

In Central and South America, the important blue dyes were Añil (Indigofera suffruticosa) and 

Natal indigo (Indigofera arrecta).  

In temperate climates including Europe, indigo was obtained primarily from woad (Isatis 

tinctoria), an indigenous plant of Assyria and the Levant which has been grown in Northern 

Europe over 2,000 years, although from the 18th century it was mostly replaced by superior 

Indian indigo imported by the British East India Company. Woad was carried to New England in 

the 17th century and used extensively in America until native stands of indigo were discovered 

in Florida and the Carolinas. In Sumatra, indigo dye is extracted from some species of 

Marsdenia. Other indigo-bearing dye plants include dyer's knotweed (Polygonum tinctorum) 

from Japan and the coasts of China, and the West African shrub Lonchocarpus cyanescens.  

Natural dyeing with Indigo, Jaipur (Rajasthan, India) 



~Purples~ In medieval Europe, purple, violet, murrey and similar colors were produced by 

dyeing wool with woad or indigo in the fleece and then piece-dyeing the woven cloth with red 

dyes, either the common madder or the luxury dyes kermes and cochineal. Madder could also 

produce purples when used with alum. Brazilwood also gave purple shades with vitriol (sulfuric 

acid) or potash.  

Choctaw artists traditionally used maple (Acer sp.) to create lavender and purple dyes. Purples 

can also be derived from lichens, and from the berries of White Bryony from the northern Rocky 

Mountain states and mulberry (morus nigra) (with an acid mordant).  

Browns 

Cutch is an ancient brown dye from the wood of acacia trees, particularly Acacia catechu, used 

in India for dyeing cotton. Cutch gives gray-browns with an iron mordant and olive-browns with 

copper.  

Black walnut (Juglans nigra) is used by Cherokee artists to produce a deep brown approaching 

black. Today black walnut is primarily used to dye baskets but has been used in the past for 

fabrics and deerhide. Juniper, Juniperus monosperma, ashes provide brown and yellow dyes for 

Navajo people, as do the hulls of wild walnuts (Juglans major).  

Greys and blacks 

Choctaw dyers use maple (Acer sp.) for a grey dye. Navajo weavers create black from mineral 

yellow ochre mixed with pitch from the piñon tree(Pinus edulis) and the three-leaved sumac 

(Rhus trilobata). They also produce a cool grey dye with blue flower lupineand a warm grey 

from Juniper mistletoe (Phoradendron juniperinum).  

Lichen 

Dye-bearing lichen produce a wide range of greens, oranges, yellows, reds, browns, and bright 

pinks and purples. The lichen Rocella tinctoria was found along the Mediterranean Sea and was 

used by the ancient Phoenicians. In recent times, lichen dyes have been an important part of the 

dye traditions of Wales, Ireland, Scotland, and among native peoples of the southwest and 

Intermontane Plateausof the United States. Scottish lichen dyes include cudbear (also called 

archil in England and litmus in Holland), and crottle.  

Fungi 

Miriam C. Rice, (1918—2010) of Mendocino, California, pioneered research into using various 

mushrooms for natural dyes. She discovered mushroom dyes for a complete rainbow palette. 

Swedish and American mycologists, building upon Rice's research, have discovered sources for 

true blues (Sarcodon squamosus) and mossy greens (Hydnellum geogenium). Hypholoma 



fasciculare provides a yellow dye, and fungi such as Phaeolus schweinitzii and Pisolithus 

tinctorius are used in dyeing textiles and paper.  

Luxury dyestuffs 

From the second millennium BCE to the 19th century, a succession of rare and expensive natural 

dyestuffs came in and out of fashion in the ancient world and then in Europe. In many cases the 

cost of these dyes far exceeded the cost of the wools and silks they colored, and often only the 

finest grades of fabrics were considered worthy of the best dyes. 

Royal purple 

The premier luxury dye of the ancient world was Tyrian purple or royal purple, a purple-red dye 

which is extracted from several genera of sea snails, primarily the spiny dye-murex Murex 

brandaris (currently known as Bolinus brandaris). Murex dye was greatly prized in antiquity 

because it did not fade, but instead became brighter and more intense with weathering and 

sunlight. Murex dyeing may have been developed first by the Minoans of East Crete or the West 

Semites along the Levantine coast, and heaps of crushed murex shells have been discovered at a 

number of locations along the eastern Mediterranean dated to the mid-2nd millennium BCE. The 

classical dye known as Phoenician Red was also derived from murex snails.  

Murex dyes were fabulously expensive - one snail yields but a single drop of dye - and 

theRoman Empire imposed a strict monopoly on their use from the reign of Alexander 

Severus(225–235 CE) that was maintained by the succeeding Byzantine Empire until the Early 

Middle Ages. The dye was used for imperial manuscripts on purple parchment, often with text in 

silver or gold, and porphyrogenitos or "born in the purple" was a term for Byzantine offspring of 

a reigning Emperor. The color matched the increasing rare purple rock porphyry, also associated 

with the imperial family. 

Crimson and scarlet 

Tyrian purple retained its place as the premium dye of Europe until it was replaced "in status and 

desirability" by the rich crimsonreds and scarlets of the new silk-weaving centers of Italy, 

colored with kermes. Kermes is extracted from the dried unlayed eggs of the insect Kermes 

vermilio orKermococcus vermilio found on species of oak (especially the Kermes oak of the 

Mediterranean region). The dye is of ancient origin; jars of kermes have been found in a 

Neolithic cave-burial at Adaoutse, Bouches-du-Rhône. Similar dyes are extracted from the 

related insects Porphyrophora hamili of the Caucasus region, Coccus polonicus (Polish cochineal 

or Saint John's blood) of Eastern Europe, and the lac-producing insects of India, Southeast Asia, 

China, and Tibet.  

When kermes-dyed textiles achieved prominence around the mid-11th century, the dyestuff was 

called "grain" in all Western European languages because the desiccated eggs resemble fine 



grains of wheat or sand. Textiles dyed with kermes were described as dyed in the grain. 

Woollens were frequently dyed in the fleece with woad and then piece-dyed in kermes, 

producing a wide range colors from blacks and grays through browns, murreys, purples, and 

sanguines. By the 14th and early 15th century, brilliant full grain kermes scarlet was "by far the 

most esteemed, most regal" color for luxury woollen textiles in the Low Countries, England, 

France, Spain and Italy.  

Cochineal (Dactylopius coccus) is a scale insect of Central and North America from which the 

crimson-coloured dye carmine is derived. It was used by the Aztec and Maya peoples. 

Moctezuma in the 15th century collected tribute in the form of bags of cochineal dye. Soon after 

the Spanish conquest of the Aztec Empire cochineal began to be exported to Spain, and by the 

seventeenth century it was a commodity traded as far away as India. During the colonial period 

the production of cochineal (in Spanish, grana fina) grew rapidly. Produced almost exclusively in 

Oaxaca by indigenous producers, cochineal became Mexico's second most valued export after 

silver. Cochineal produces purplish colors alone and brilliant scarlets when mordanted with tin, 

and cochineal, which produced a stronger dye and could thus be used in smaller quantities, 

replaced kermes dyes in general use in Europe from the 17th century.  

The rise of formal black 

During the course of the 15th century, the civic records show brilliant reds falling out of fashion 

for civic and high-status garments in theDuchy of Burgundy in favor of dark blues, greens, and 

most importantly of all, black. The origins of the trend for somber colors are elusive, but are 

generally attributed to the growing influence of Spain and possibly the importation of Spanish 

merino wools. The trend spread in the next century: the Low Countries, German states, 

Scandinavia, England, France, and Italy all absorbed the sobering and formal influence of 

Spanish dress after the mid-1520s.  

Producing fast black in the Middle Ages was a complicated process involving multiple dyeings 

with woad or indigo followed by mordanting, but at the dawn of Early Modern period, a new and 

superior method of dyeing black dye reached Europe via Spanish conquests in the New World. 

The new method used logwood (Haematoxylum campechianum), a dyewood native to Mexico 

and Central America. Although logwood was poorly received at first, producing a blue inferior to 

that of woad and indigo, it was discovered to produce a fast black in combination with a ferrous 

sulfate(copperas) mordant. Despite changing fashions in color, logwood was the most widely 

used dye by the 19th century, providing the sober blacks of formal and mourning clothes.  

Decline and rediscovery 

The first synthetic dyes were discovered in the mid-19th century, starting with William Henry 

Perkin's mauveine in 1856, an aniline dye derived from coal tar. Alizarin, the red dye present in 

madder, was the first natural pigment to be duplicated synthetically, in 1869, leading to the 

collapse of the market for naturally grown madder. The development of new, strongly colored 



aniline dyes followed quickly: a range of reddish-purples, blues, violets, greens and reds became 

available by 1880. These dyes had great affinity for animal fibres such as wool and silk. The new 

colors tended to fade and wash out, but they were inexpensive and could be produced in the vast 

quantities required by textile production in the industrial revolution. By the 1870s commercial 

dyeing with natural dyestuffs was fast disappearing.  

At the same time the Pre-Raphaelite artist and founding figure of the Arts and Crafts movement 

William Morris took up the art of dyeing as an adjunct to his manufacturing business, the design 

firm of Morris & Co. Always a medievalist at heart, Morris loathed the colors produced by the 

fashionable aniline dyes. He spent much of his time at his Staffordshire dye works mastering the 

processes of dyeing with plant materials and making experiments in the revival of old or 

discovery of new methods. One result of these experiments was to reinstate indigo dyeing as a 

practical industry and generally to renew the use of natural dyes like madder which had been 

driven almost out of use by the commercial success of the anilines. Morris saw dyeing of wools, 

silks, and cottons as the necessary preliminary to the production of woven and printed fabrics of 

the highest excellence; and his period of incessant work at the dye-vat (1875–76) was followed 

by a period during which he was absorbed in the production of textiles (1877–78), and more 

especially in the revival of carpet- and tapestry-weaving as fine arts. Morris & Co. also provided 

naturally dyed silks for the embroidery style called art needlework.  

Scientists continued to search for new synthetic dyes that would be effective on cellulose fibres 

like cotton and linen, and that would be more colorfast on wool and silk than the early anilines. 

Chrome or mordant dyes produced a muted but very fast color range for woollens. These were 

followed by acid dyes for animal fibres (from 1875) and the synthesis of indigo in Germany in 

1880. The work on indigo led to the development of a new class of dyes called vat dyes in 1901 

that produced a wide range of fast colors for vegetable fibres. Disperse dyes were introduced in 

1923 to color the new textiles of cellulose acetate, which could not be colored with any existing 

dyes. Today disperse dyes are the only effective means of coloring many synthetics. Reactive 

dyes for both wool and cotton were introduced in the mid-1950s, and are used both in 

commercial textile production and in craft dyeing.  

In America, synthetic dyes became popular among a wide range of Native American textile 

artists; however, natural dyes remained in use, as many textile collectors prefer natural dyes over 

synthetics. Today, dyeing with natural materials is often practiced as an adjunct to hand 

spinning, knitting and weaving. It remains a living craft in many traditional cultures of North 

America, Africa, Asia, and the Scottish Highlands.  
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