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ABSTRACT

Adinkra is a collection of cultural symbols thaavie been used for designing Adinkra cloth fromicguitly.
Over the years, modern consumption dynamics hastéteel in the decline of Adinkra cultural cloth gea The purpose of
this study is to transform Adinkra cloth througmavation and explore a form of textile productising digital printing
technology to print new cloth using single Adinlaymbol designs. A comparison of the new cloth tiéh original
revealed that digital printing accommodated différeolors better, making the cloth more colorfuairththe original.
Also, different color shades appeared differentty the new cloth based on specific fiber and falmanstructions.
This study is the first to transform the cloth fras original state by using a single symbol as tiesign for modern

printing technology.
KEYWORDS: Adinkra Cloth, Designs, Innovation, Digital PringnTextile Fabrics
INTRODUCTION

The relationship between fashion and textiles aadigh is well documented. Without appropriate desig
fashion and textiles may not receive the requirddndon of a target market. The consumers of fastand textile
products in modern markets are sensitive to tramdsdynamics in the fashion and textiles industryaddition, designers
are engaged in constant research to design prothattsnatch trends and meet the needs of consumédashion and
textiles market. Entwistle as cited in Aage anduBsi (2008) argued that fashionable items embodydtest desirable
and popular aesthetics in society. In view of thisprporating the tastes and preferences of coasimto the design and
production process has become imperative for mothshion and textiles designers. One way of sertfregneeds of
consumers is to ensure the direct involvement arisumers in the production process leading to vahaation
(Niinimaki and Hassi, 2011). In this way, therethe potential to increase uniqueness and persatializof a product.
In some cases, it features prominently in the dgrmaknt and crafting of strategies for the marketihtashion and textile

products.

Designs for fashion and textile products are salifoem both natural and artificial materials suchpdants and
water bodies, as well as immaterial sources suckcases and other cultural symbols that have spetiéanings.
Using cultural symbols as designspigrticularly important for firms involved in the gmuction of symbolic fashion and
textile goods, where the value is mainly attactedhe design (and to its symbolic meaningenerally, fashion and

textile products fall within cultural items thatflect users’ lifestyles and provide symbolic pemovalues and cultural
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values that facilitate acceptance of products (Msial2007).Leopold (1992) emphasized that the design of auymbid

the materialization of these cultural values andcsyls into fashion products to meet the needs ¢drget group.
As a result, some designers draw inspiration fratucal symbols mostly to create designs for présl@nd some firms
also use these cultural symbols as a tool for ntisdkeculturally based products. Cultural symbolteinationally have
served as a source of design for fashion and ¢eptdducts includingraditional Chinese characters, Australian Aboradji

symbols, Maori symbols of New Zealand, Aloha motifd¢Hawaii (USA), and Adinkra symbols of Ghana ire8V Africa.

Generally, the choice of cultural symbols as desidor textiles has diminished in use in recent §me
(Kquofi, Amate, and Tabi-Agyei, 2013). Adinkra is vaord that describes a collection of cultural sytsbwith
metaphorical meanings that are mostly used as me$ig clothes worn on special occasions in Gh&we(and Ross,
1977; Arthur, 2001; LaGamma and Giuntini, 2008; f@oa, 1972). Adinkra symbols have meanings whiehsaid to be
derived from various aspects of life. These incltitemes of well-known proverbs, eminent historieants, expressions
of particular human attitudes, noted animal behayiplants and abstract shapes of inanimate anthetjn entities
(Danzy, 2009; Magee, 2010; Willis, 1998)inkra symbols are based on the culture of thelgeof Ghana and serve as a
vital source of design for the Adinkra cultural ttloA recent study by Aboagyewaa-Ntiri and Mint@2916) suggested
that problems such as poor fastness of dyes useatifiting the cloth, limited color scheme (blackd and white fabrics)
and the weight of the cloth have all resulted ilaek of patronage for the Adinkra cultural clottheTsame study finds
production techniques used for making the Adinkodhcvery laborious and outmoded. The combinedctftd all these
factors has led to a significant decline of the Iss@ale Adinkra craft-based textile industry. Thtudy therefore,
highlights the need to adopt the Adinkra symbolslesigns to develop new forms of cloth that cantnige needs of

modern consumers through the use of modern tdgrtilenologies.

The objective of this study focuses on the remakihtne Adinkra cloth through innovation by usirgp tAdinkra
symbols as designs for textile. This is achievedrhging the changes that have been made to tlie ttom the first
version found in the archives of the British Museimn London to the current version on the Ghanaizerket.
Also, the study describes the present techniquepraduction but explores the use of a modern txpitoduction
technology in making a new Adinkra textile clotlattenables larger quantities of the cloth productidlso, the study

proposes certain products that can be produced psirticular fabrics.

Background
Adinkra Symbols

The origin of Adinkra symbolism has not yet beerniified although it has been extensively debated
(Mato, 1986). History at the time was handed dowally from one generation to another which oftename that
distortion can occur. In Ghana, the presence ofnkdi symbols is quite pronounced. Adinkra cloth hesl a
long-standing place and offers a unique window thancient textiles and culture of Ghanaiansli$\(iL998) and Cole
and Ross (1977) discussed the origin of Adinkrahclas occurring earlier than the Asante-Gyaman Wfail818,
which some oral accounts cite as the time Adinkothcwas introduced in Ghana. Thomas E. Bowdich849 showed
evidence of a piece of drawn Adinkra cloth in hi®k, “Mission from Cape Coast Castle to Ashant&svidich, 1966).

Adinkra symbols have a historical “core” or groap original symbols. Over the years, new symbalgehbeen

periodically introduced, while ‘core’ symbols halveen stylized and fused. Adinkra is constantly engl and expanding,
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and the artists are constantly making new symi#afkra symbols have aesthetic quality but the alctoeanings of the
symbols are known to few Ghanaians (Williams, 20Dé&taquis, 2013) and ways for the symbols to bel iisenodern
times to serve as designs for modern fashion axtdete products have not received attention eithegheory or practice.
The reasons for this problem are many and may decthe changes in society resulting in a loss oftmfic literacy with

loss of both traditional values and the understagndi traditional signs and symbols (Mato, 1986).

Adinkra symbols therefore, have a more diverse ¢paknd than is ordinarily perceived. It spans #mgth of

African, Ghanaian and Akan history by making alhnsi to issues related to items or culture.

However, it is believed that constant renewal asage of cultural symbols through fashion and testdesigns
can further advance cultural knowledge of peopleahse these designs and the resulting productsroah and preserve
the culture of the people.

Again, the notions that Western concepts are regbad “proven” (De Mooij, 2011) have an adverskiarfce on
most cultures, as the people try to be Westerrutlook. In the case of Ghana, the British colomigé with their culture
and particular emphasis on the English languagealffasted the use of cultural materials such asni@i symbols.
The argument by De Mooij is true and reflects theesof affairs in Ghana today. Although most conets try to be
Western in outlook, it is important for fashion at&ktiles designers to also realize the constaahgés occurring in
fashion and the textiles industry in order to kegpwith the pace of changes in the global fashiodh #xtile industry.
In view of this, certain changes are imminent asslt of the influence of Western concepts, buinkch symbols can
still serve as a source of design for productshie modern era to meet the changing needs of théetpiace.

Table 1 shows three selected Adinkra symbols fierdtudy with their names, literal meanings anésol
Adinkra Cultural Cloth

Adinkra symbolic cloth is a cultural funeral activicostume. The Adinkra symbolic cloth was made ased
only by the royals of Akans of Ghana. However, nioelday use of Adinkra cloth is not meant for royalsne but any
member of the society who can afford the pricehefdloth can own it. This is irrespective of thesiion or wealth of the
member of the society. This buttresses the asadtiat Adinkra symbols are not only viewed from #esthetic point of
view. Anyone creating a new symbol must take thiénpinto consideration and come out with symbolsose
philosophies reflect some educational values. Alsamerous foreigners have found Adinkra cloth asigmificant
souvenir in recent times. Adinkra cultural clothsidm has physically not withessed significant défeces since its
original form. For example, repetitive designs ahd textural patterns have also not seen any msjot to meet
present -day needs of consumers who are inundatbddesigns from different producers. In Figurdate first Adinkra
cloth which is displayed in the British Museum iridon has a similar design as Figure 2 in the fofrmumerous

symbols and similar textural pattern. The two cldéisigns were made about a century apart withgubejor changes.

As already stated, Adinkra cloth was a mourninghcfor the royal family; as a result, it was prodddnitially in
black color for funeral purposes and in line withkstoms. Black is a mourning color for the deattaaflose relative in
Ghana. Forster (2018escribes Adinkra cloth as a cultural symbolic feihdark cloth worn is to send farewell messages
to the deceased by the bereaved and sympathizezse fias been a gradual change in the colors aséuef production of
Adinkra cloth. As culture is dynamic so are thetdees found in that particular society. Lasimbadgo-Tan, and Regis

(1997) point out that the changes in people’s clothingertf changes in the environment as well as in $pcie
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Cloth as a material culture always reflects cul@senuch as culture reflects cloth. People’s altity values, beliefs and
their environment will continue to change; thesarges are a mirror-image reflection on what peapbar in that
particular society. In view of this, Adinkra culdrcloth has also seen some changes as comparwstlier versions.
Generally, Adinkra cultural cloth has been notedt¥eo major colors (white, and black colored fakjiand a single color
paste (black). When the cloth is produced for fah@urposes, the black fabric is combined with liheck paste to
produce the cloth. On a white background, the Adintloth is then used for other cultural occasismsh as a naming
ceremony and funeral reception on Sundays aftesjarmfuneral event on Saturdays. The funeral desigiothes are now
available in hand-printed stamps as well as scpeieted. From Figure 3, it is quite obvious thathaugh the symbols can
be seen, it is very difficult to identihe symbols from a distance because of the Wlattked fabric printed with
black colored dye.

Figure 4 shows a hand-printed Adinkra cloth on devhlended cotton-polyester background with blaekte.
The photo has been enlarged to clearly show defiedtse printing of the cloth. As a result of thed®rtcomings in the
old approach to the production of the cloth usitaymping and hand printing of the cloth, the artssadopted screen
printing as a new approach. In Figure 5, an Adinkesed on the screen printing method of designxigbeed.
The design quality is better than the stamping @ggr but the use of two different symbols or maresdnot enhance the
symbolic cultural significance of the cloth becaeseh symbol has a meaning which then gives thi @® meaning.
Another method adopted in the production of thehcle the use of embroidery stitches after the hetathping or screen
printing is completed. This production method adaphand woven embroidered approach and combimethifa printed
symbolic cloth. Figure 6 displays Adinkra clothrjed with hand embroidery stitches. This methodleen found to be
costly and time consuming based on interactionk thi¢ stakeholders in the industry during fieldwork2014. In effect,
it is only a few affluent people in the Ghanaiagisty who can afford to pay the expensive pricegurchase the clothes

that are made using the hand embroidery approach.

The present method of production of the cloth asl@pt approach of inserting a woven Kente (Kenenisther
colorful cultural cloth) cloth strip at two joiness a substitute to the hand embroidery method. i§hdene to reduce the
time for producing the cloths and the cost of paidun. Even though there seems to be an improveoettie design and
aesthetics of the cloth, it is virtually impossiltée produce the clothes on a large scale becautfgeofarious processes
involved. In Figure 7, a sample of the Adinkra hletith an inserted hand woven Kente strip is digptato demonstrate
the new version of the cloth. This Adinkra clothl $tas the numerous symbols that do not demoresthet actual meaning
of the cloth based on the symbol used as a dednighvaffects the cultural symbolism of the clotll€and Ross (1977)
reveal that most Ghanaians do not consider thgyaeditextile printed material alone during purahasit the proverbial
names and meanings they carry. The use of numeymoisols as designs for a single cloth is then uramaed as it affects
the proverbial meaning of the textile design. Tlesvly proposed Adinkra cultural cloth will be deséghwith a single
Adinkra symbol to give the cloth a meaning and & ek as compared to the existing version.

In summary, the cloth has gone through stagesw#ldement in line with changes in the tastes amdepences
of users who demand colorful products. However tthesformation of Adinkra cloth has not been raguid at the same
pace as the changes that have occurred in the mptism pattern of the Ghanaian fashion and textdasumption

society. The present state of the cloth and thelymiion method, that is the use of numerous symaslgesigns and
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screen printing as a production method, does narerthat the cultural symbolic meaning of thettistexplicit for the
consumers to decipher the meaning of the symbaainh modern consumption has also changed drantatioamimic

the consumption patterns of the West; hence, tloptamh of the cloth is seen as belonging to theeolgeneration.
In view of this, the adoption of the cloth has bepite slow as compared to other forms of clothtia Ghanaian
community. As a result, the cloth has to be tramséul through innovation to meet the needs of modenmsumers in

order to ensure acceptance of the cloth.
Production Method

Adinkra cloth started as traditional hand stampedt@d cloth. There are three major processes wablin
Adinkra cloth production. These include preparatanstamp, preparation of dye and stamping of symiom cloth
(Rattray 1927; Mato 1986). THist step is to prepare the stamp. The seleciidkha symbol is drawn and curved onto
the outer smooth side of a piece of the gourd. fdm&le of the stamp is made of thin bamboo stitked to the fluffy
inner side edges of the gourd. These sticks ane lieéd together and tied with a piece of fabrigieture of stamps is
shown in Figure 8. The second stage involves thpagration of the dye (Adinkra aduro). The cloth dyenade from the
bark of a tree called ‘badie’. Its botanical naraeBridelia Miranda of the natural order EuphorbaeéQuarcoo 1972).
The bark of the tree is cut into pieces and soaiitid water overnight to soften. The water is drdirand the bark is
pounded to break and soften the tissues. The pdupakk is mixed with the already drained water hoded to reduce
half of the content of the water used. The mixtisrdrained to remove the pulp. Stones and piecé®fare put in the

solution to serve as mordant.

The solution is boiled until it becomes thick enbug stick on fabric. Personal communication heldirey
fieldwork on the 18 August 2014 with one Adinkra cloth artisan reveathat, when the dye is not well prepared,
it affects the brightness of the color and its absocy rate on printed fabrics. The quality of tiyes has also been found
to be of a great challenge to the production teqnes of the Adinkra cultural cloth (Aboagyewaa-Ndind Mintah 2016).
The third stage is the technique in the stampinglath: fabric used for printing or stamping caa dif local or foreign
make. Usually, the fabrics are plain, thick andoabent. The fabric is laid on a long specially donsted table.
The artisan’s designed textile work on a specdisric would depend on his skills or choice and mgadesign requested
by the customer. Mostly, horizontal and verticaheb are made to divide the cloth into smaller easti
The selected Adinkra stamps for the work are dipipéal dye and carefully stamped into the sectionsady created.
The finished cloth is put to dry under a scorchium that the artisans claim increases the coldndas property and

hardens the cloth.

Adinkra is made by several processes. A weaver wegve the cloth and then dye it. Sometimes an itaedor
cloth is used, but primarily smooth-surfaced, fagforoduced cotton manufactured in Ghana is used.
A stamper then stamps the cloth with Adinkra patieiThe stamper may or may not be the person wivesshe Adinkra
stamp, which is normally done by a professionaleawho may or may not be an Adinkra stamper. this process of
production and the outcome of the process (Adimkdtural cloth), which have both become almost tdtsowith time
due to the changes in the consumption patternsodenm Ghana. Again, issues such as the weighteoftlinkra cultural
cloth, the fastness of the dyes and the limitedrsolised for the product that has also contribtdetie heavy decline of

the Adinkra cultural cloth sub-sector of the tetihdustry. As a result, the Adinkra cloth and pinecess of production
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must witness some changes in order to meet thesrafemhiodern consumers. This can be achieved thrbagh product

and process innovation.
Innovation

Innovation is a broad concept that applies to ialtiglines. Several researchers have given diffedtefinitions of
innovation. There are marked differences in contidns especially relating to the definition anddarstanding of the
innovation concept because of the different fieldfs specialization of researchers, for example, psiagy,
poetry, managerial and marketing (Shavinina 2008 methods of approach to innovation researchasp from one
discipline to another and have quite different \sewof its impact on an industry or organization’svéal, growth,
productivity and performance (Gopalakrishnan andnBxapour, 1997). Innovation is an idea, behavioolgect that is
perceived as new by its audience. Also, innovaiisran outcome can be defined as “an idea, prastiobject that is
perceived as new by an individual or another ufiadoption” (Rogers, 1995, 11hn view of this, the newness of a
product or technical process of making a productfoidentified market can be defined as an inriomatn affirmation,
Cooper (1999, 5posits that “one of the top success factors ofvation is delivering a differentiated product withique
customer benefits and superior value for the usrére is the need therefore to the quest for smpproducts that meet

customers’ needs rather than market competition.

Product innovation can be defined as new producservices introduced to meet an external userasket need
(Damanpour and Gopalakrishnan, 200Rjoduct innovation according to Romano (1990) mayabnew product or
modification of an existing product through theramntuction of new features to enhance its value® figw or modified
product with new features is targeted towards aketaand is supposedly customer driven (Utterbaak Abernathy,
1975). Instead of an entirely new product, the psgal Adinkra cultural cloth will be a modificatiaf the existing cloth
but new features will serve as a solution to tisees with the existing Adinkra cultural cloth. Tiewly proposed Adinkra
cultural cloth is based on the views of customeus asers of the product as found in a recent stydboagyewaa-Ntiri

and Mintah (2016)therefore, the product has the potential to meetteds of the customers.

Innovation can also be changed to the process ok.wixcording to Utterback and Abernathy (1975, 641), a
production process (innovation) is “the system mfcpss equipment, workforce, task specificationtemia inputs, work
and information flows, that are employed to prodageoduct or render a service”. In other wordecpss innovations are
new elements introduced into an organization’s petidn or service operation (Knight 1967). Accoglio Subramanian
and Nilakanta (1996), production process innovatidam other words technical innovations, affect tehnical system of
an organization. They define the technical systenrcensisting of the equipment and methods of ojeraised to
transform raw materials into products or servid@cess innovations generally evolve in the pradacprocess of a
product (innovation) where the primary focus ofistto improve the efficiency of the production dfat product
(innovation) (Stobaugh and Gagne, 1988). Sincectireent production process of the Adinkra cultuckdth is very
laborious, time-consuming and does not ensureiefidy in production, there is the need to adoptew riorm of
technology to ensure that there can be a largatustmn of the proposed products to achieve boficieficy and the
transformation of the cloth. For the purposes & #tudy of transforming the Adinkra cultural cldtirough innovation
(both product and technical process), it appeabgtmore related to the transformation of an exgsgiroduct using a form

of technology that is new to the Adinkra culturaxtile cloth sub-sector to meet the needs of modensumer societies.
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The definition of innovation therefore, is focusad product and technical process innovation.
Digital Printing as an Innovative Method of Producton

One of the methods that can be utilized to imprpraduction efficiency and result in the transfotima of the
Adinkra cultural cloth is digital printing?hotoshop or Adobe lllustrator software is utilizaddesigning a pattern to be
digitally printed. File type is ‘Adobe 1998 RGB o0l and has to be saved as a Photoshop Document) (®STagged
Image File Format (TIFF). The design should be peiited. The Roland Soljet 11l XJ-640 is a largerhat printer used
by Royal Melbourne Institute of Technology Univey® (RMIT) Textile Design studios to print diregtkto textiles.
The print bed width of the Roland Soljet 11l XJ-6401600mm, allowing for rolls with a maximum priatea of 1500mm.

Bidirectional printing ensures that banding is étiated.

In industry print bureaus using this system, febrre initially pre-treated with a chemical salatito ensure
optimal ink take-up and adhesion to fabrics, anodgeashability. Since the printing technology relen a roller take-up
system to tension fabric properly for printing, shémore open-weave) and stretch fabrics are aigilg, with extensive
testing and research required to achieve goodtsestihe printer utilizes a pre-heater to initiallsarm the fabric and
remove any creases; a print heater then operatpsotoote ink adhesion, and finally, the dryer alothe ink to dry

properly prior to the automated winding onto thedo calendar.
Textile Designs for Digital Printing

Figures 11-16 show samples of modern Adinkra calttextile designs and a catalogue with a digitipeinted
swatch of Adinkra symbolic fabrics with a singlensyol as designed styles selected from the collectib Adinkra
symbols. Only three Adinkra symbols have been disethis study and these are the basis for thegdedihat have been

created and produced by different fabrics.

In Figures 11 and 12, the symbdWlate Masie”is shown. It means "I have heard and kept it" sywhbolizes
knowledge and wisdom that has been used as aetebeflign on three different fabrics: linen cottanvas, heavy cotton
twill, and polyester. This result in a variety @bfics for printing using a single symbol as thsigie for comparative
purposes based on the choice of fabric. In Figut8sand 14, the symbolOkodee mmowetewhich means
"The eagle’s talons" and represents strength argl has been used for the textile design, the edrtloth in Figure 14
utilised fabrics such as cotton interlock knit, foemance knit and silk crepe de chine. In Figurgsahd 16, the symbol
“Nyansapo” — "Wisdom knot" is shown, symbolizingsdom, ingenuity and patience and this symbol has hsed to
design and print the cloth. The fabrics used ffier printed cloth in Figure 16 come in cotton spkrformance knit and

cotton voile.
Discussion on Digitized Printed Fabrics

As stated in the objectives, the study soughtdimpaia single symbol as the design and explorethential of
using a modern technology as a production methodhi® newly proposed Adinkra cultural cloth. Duethe problems
associated with the original cloth such as poainfss of dyes used for printing the cloth, limitesg of colors and weight
of the cloth, there has been a lack of patronagéhf Adinkra cultural cloth. In view of this, tmewly proposed Adinkra
cultural cloth took into consideration solutionstte problems in order to create a design to meetteds of modern

consumers. On the choice of fabric, a careful eration of each roll of the three sample fabrics wasducted.
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This revealed different construction and textuFas. example, the heavy cotton used in Figure 12ahdifferent feel and
texture as compared to the linen cotton canvagpahester. Although the heavy cotton and linenaottanvas share one
type of fiber (cotton), the blend of linen with tketton in this case gives a different texture. iBirty, cotton interlock
knit, cotton silk, cotton voile and heavy cottohted different textures. Comparing Figures 12ahd 16, it was realised
that all the different fabric types had a differéamture and feel. The different fabrics also resiiin different weights for
the cloths that were printed. A comparative texingpection of the different cloths in Figure 1%ealed that the linen
cotton canvas felt heavier and crisper than thenheatton and the heavy cotton also felt heavientthe polyester.
Similarly, in Figure 14, the silk crepe de chiné feghter than the performance knit and the perfance knit also felt
lighter than the cotton interlock knit. In the cadfeFigure 16, the performance knit felt heaviearttboth the cotton silk
and the cotton voile. A cross case analysis ugiegperformance knit fabric combined with differ@mk colors in figures
14 and 16 resulted in the same feel for the texdfter printing. Thus, the design and color shdidenot affect the feel of
the texture of the fabric after printing. The nataf fabric was thus: type of fiber, constructidnyarns and filaments,
fabric construction and chemical treatment, prowgda diversity of choices for the manufacturingadilitional textile

products.

The availability of variety of Adinkra symbolicxtle prints using different fabrics can enhance phoduction of
Adinkra symbolic cloth for different modern sociattivities, as well as provide consumers a varietychoices.
In order to surmount the challenge posed by thédumncolors in the current versions of Adinkra blotlifferent colors
were combined with different fabrics to print thietbhs in Figures 12, 14 and 16. The use of diffeiors resulted in
different outcomes for different fabrics. In Figut2, it can be seen that the use of polyestertesbith richer shades of
color as compared to the linen cotton canvas whasha muted color. Comparing all the different ifzbwith the original
design, there was a marked difference in color reshtas all the fabrics had different color shafilem the original
design. In Figure 14, it was the performance Kmitt thad the strongest color shade deviation fraemotiiginal design as
compared to the other fabrics. Also in Figure b&, performance knit had a brighter color shadeoagpared to both the
cotton silk and cotton voile. Even though the perfance knit was brighter than the other fabricsFigure 16,
it was unable to match the selected colors in tigiral design. On a cross case analysis, it casdlem that most of the
fabrics are cotton and polyester based on als#imeples. A compelling observation was that the ggibr-based fabrics
exhibited brighter shades of color compared with totton-based fabrics. This is evident in Figut&s 14 and 16.
The utilization of different ink colors on the tégtdesigns and subsequent prints has the abdityitlen the use of the
textile products. The difference in preferencetetasd occasion of the costumer plays a significalet in the choice of

colors. The available varieties of colors for thdikra textile designs can enhance the usage amhgate the symbols.
Suggestions of Products Based on Type of Fabric

The differences in the texture of the fabrics hawglications for the type of product to producepractice.
The properties of all the newly produced Adinkrdtunal textile cloths using different fabrics avdilemselves for
different product ideas and constructions of cloghior use in the wider context. Firstly, in Figur2, three fabrics: linen
cotton canvas, heavy cotton twill, and polyesterengsed for printing cloth. In view of the heavised the linen-cotton
canvas fabrics, it is suggested that it can be tmemhaking bags and wallets. The heavy cottonl tvéih also be used for

products such as trousers and skirts, whereas tihyegter can be used for shirts, and blouses farsumers.
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Due to the numerous social activities that regthieeuse of traditional drape styles, it is suggkthat the heavy cotton is

used for such clothing.

The performance knit fabric has the potentialéaibed for manufacturing sports clothing. The cifpe de chine
on the other hand, can also be used for makingasathe cotton interlock knit for T-shirts andhtig (clingy garment),

and cotton silk and cotton voile can be used ferghoduction of dresses, shirts, and blouses.

CONCLUSIONS

The study explored the potential of remaking thitnkra cultural cloth to meet the needs of textimsumers in
the Ghanaian textile industry. Through the conadghnovation and the use of modern technology,dineent Adinkra
cultural cloth was modified using a single symb®kadesign and different colors combined with déife types of fabrics.
The use of different fabrics including performarkrdét, heavy cotton twill, cotton silk, cotton vojlsilk crepe de chine,
cotton interlock knit, linen-cotton canvas and maiter mostly resulted in lighter weight Adinkratblas compared to the
original version which was a heavyweight. As a ltesiithe use of lightweight materials which wer@sbd on the needs of
potential consumers, it is argued that consumeligatronize the newly improved versions of the #da cultural cloth.
Also, the use of different fabrics and shades ddrsofor the newly improved version of the Adinlaiath can be utilized
for a wide variety of clothing products such agliianal drape styles, blouses, shirts, and trais€he availability of
different Adinkra symbolic clothing can enhance th®ice, selection, and usage of the newly improAdihkra cultural
cloth.

The Adinkra cloth has ,therefore, become very irtg in the lives of people not only as a meanslothing
themselves but also symbolizes the graphic reptaem of the Ashanti cosmological beliefs aboutdGthe spiritual
world, morality, power etc. The two main classifioas based on the number of symbols on a singith cind the
preparation of the background on which the stamgndpne to portray the ingenuity of the desigrteseby conferring
certain artistic properties like originality anceativity through an unconscious employment of thiegiple and elements
of design. Technical innovation in the form of thee of a digital printing machine has the capacitproduce the newly
improved version of the Adinkra cloth and even olarge scale to improve production efficiency. Tdigital printing
machine uses ink that ensures that the cloth camalsbed without the color fading as in the casthefuse of the dyes in
the existing method of production. Thus the digitahting method results in superior products vétthanced benefits for

consumers.
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Table 1: A Collection of Adinkra Symbols Used for theStudy

% Mate masi "l have heard and kept it* [Symbol of knowledge and wisda
LS) Okodee mmowere "The eagle’s talons" Symbol of strength and uni
q'P Nyansap "Wisdom knot" Symbol of wisdomingenuity and patience

Figure 1: Adinkra Mourning Cloth

Source: British Museum, museur Number Af1818, 1114.23. It wa€ollected in 1817 and donated &
Thomas Edward Bodwich

Figure 2: Present- Day Adinkra Cloth
Source: Photo by Main Author (2014)

Figure 3: Adinkra Cultural Cloth in Black Color
Source: Photo by Main Author (2014
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Figure 4: Adinkra Cloth on White Background with Printing D efect:
Source: Photo byMain Author (2014)

Figure 5: Adinkra Printed Cloth Made from Black Cotton Fabric with Black Dye
Source: Photo by Main Author (2014)

HEHEHLE SHELE

Figure 6: Adinkra Cloth Joined with Hand Embroidery Stitches
Source: Photo byMain Author (2014)

Figure 7: Adinkra Cultural Cloth with an Inserted H and Woven Strip of Kente Clott
Source: Photo by Main Author (2014

Figure 8: Stamps used for Adinkra Printed Cloth
Source: TheMain Author Purchased the Stampsfrom the Artisans (2014
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Figure 9: Main Author with Artisans at Adinkra Clot h Production Site

Source: Photo by Main Author (2014

Figure 10: Digital Printing Machine — Roland Soljet Il XJ- 64C
Source: RMIT Brunswick Campus (201¢)
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Figure 11: Mate masieFabrics "I Have Heardand Kept It" Symbol of Knowledge and Wisdom Textile Design

Linen Cotton Canvas Heavy Cotton twill Polyestel
Figure 12: Mate masii - "| Have Heard and Kept It" Symbolic Digitized

WO Y
&) [ ]

Figure 13: Okodee mmowere Shine"The Eagle’s Talons" Symbol of Strengthand Unity Textile Design
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Cotton Interlock Performance Knit SilkCrepe D
Figure 14: Okodee mmowe — "The Eagle’s TalonsSymbolic Digitized Fabrics

Figure 15: Nyansapo-"Wisdom Knot" Symbol of Wisdom, Ingenuity and Patience Textile Desig

Cotton Silk Performance Knit CottorVoile
Figure 16: Nyansapc- "Wisdom Knot" Symbolic Digitized Fabrics

Note: All the Adinkra symbolic textile designs and grabrics in Figues 1116 were developed by authors
collaboration with RMIT Masters of Fashion Entrapgarship students, 2015 grc
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